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A b s t r a c t 
Mandelstam's r e p u t a t i o n as a poet i s now f i r m l y e s t a b l i s h e d , 
but h i s c r i t i c a l and ' c r e a t i v e ' prose ( i . e . t h a t which i s based on 
a u t o b i o g r a p h i c a l experience, r a t h e r than l i t e r a r y or h i s t o r i c a l 
s u b j e c t s ) has received l i t t l e a t t e n t i o n . The purpose of t h i s t h e s i s 
i s t o assess the nature of Mandelstam's c r e a t i v e prose which deserves 
more than the s u p e r f i c i a l approach thus f a r devoted to i t . 
Egipetskaya marka i s chosen as the f o c a l p o i n t of t h i s d i s c u s s i o n 
since i t s p o s i t i o n i n Mandelstam's oeuvre i s r a t h e r s p e c i a l . I t was 
the only c r e a t i v e work to emerge during the years 1925-1930, when 
the pressures of m a t e r i a l and p h y s i c a l c o n d i t i o n s , combined w i t h 
Mandelstam's sense of i s o l a t i o n i n the new Soviet s o c i e t y , had the. 
e f f e c t of ' d r y i n g up' h i s p o e t i c v o i c e . Egipetskaya marka r e f l e c t s 
Mandelstam's s t a t e of mind d u r i n g the ' s i l e n c e ' . I n essence i t i s 
an attempt to d e f i n e h i s p o s i t i o n i n the new s o c i e t y . Since he 
considered himself to be p r i m a r i l y a poet t h i s d e f i n i t i o n i n v o l v e s a 
concern w i t h a r t i s t i c and e s p e c i a l l y w i t h p o e t i c c r e a t i v i t y . An 
a p p r e c i a t i o n of Egipetskaya marka can t h e r e f o r e a s s i s t i n the 
understanding of Mandelstam's work i n general. The o f t e n very 
i n d i r e c t a l l u s i o n s t o c r e a t i v i t y i n Egipetskaya marka are concerned 
overwhelmingly w i t h the n i n e t e e n t h century. Mandelstain considered 
the i n f l u e n c e of t h i s p e r i o d t o be p e r n i c i o u s to human l i f e and 
a r t i s t i c c r e a t i o n a l i k e , and h i s p e r s i s t e n t a l l u s i o n s t o i t i n 
Egipetskaya marka r e v e a l how deeply d i s t u r b e d he was at the d i r e c t i o n 
i n which Soviet s o c i e t y was moving, 
Egipetskaya marka i s analysed i n terms of c h a r a c t e r s , 
geographical and h i s t o r i c a l s e t t i n g s , c e n t r a l themes and s t r u c t u r e , 
and t h i s a n a l y s i s i s conducted w i t h constant reference to 
Mandelstam's po e t r y and other prose. This comparative approach i s 
doubly b e n e f i c i a l , f o r i t h i g h l i g h t s c e r t a i n thematic and s t y l i s t i c 
f e a t u r e s i n the other work and f a c i l i t a t e s an a p p r e c i a t i o n of the 
d i f f i c u l t and i n t r i g u i n g product of the ' s i l e n c e ' . 
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A Note on Abbreviations and T r a n s l i t e r a t i o n 
References are given w i t h i n the t e x t of the t h e s i s t o the f o l l o w i n g : 
O.E. Mandelstam, Sobranie sochineniy v t r y o k h tomakh, 
(volume I , 2nd e d i t i o n , New York, 1967; volume I I , 2nd e d i t i o n , 
NRW Yorkj 3.971; volume I I I , Nev? York, 1969) r e f e r r e d t o as I , I I , 
I I I r e s p e c t i v e l y . 
O.E. Mandelstam, S t i k h o t v o r e n i y a (Leningrad, 1973) r e f e r r e d 
to as Sov. ed. 
N.Ya. Mandelstam, Vospominaniya (New York, 1970) and 
Vtoraya kniga ( P a r i s , 1972) r e f e r r e d to as N.Ya. I and N.Ya. I I 
r e s p e c t i v e l y . 
A l l o ther references are t o be found at the end of the t h e s i s i n 
the Notes. 
The t r a n s l i t e r a t i o n system used i s t h a t recommended by the 
Slavonic and East European Review (Rules f o r S t y l e and Pr e s e n t a t i o n 
of MSS, U n i v e r s i t y of London, 1975, pp. 13-14), although 'y' n a s 
n o t been used before the s o f t vowel _e e i t h e r i n i t i a l l y or when i t 
f o l l o w s another vowel. C e r t a i n proper names are excepted and the 
accepted usage employed, e.g. Mandelstam, Gogol, Dostoevsky. 
Proper names from Egipetskaya marka are t r a n s l i t e r a t e d according to 
the above system, w i t h the exception of Krzyzanowski. This name i s 
c l e a r l y intended to s t r i k e the reader as s p e c i f i c a l l y P o l i s h (see 
Chapter Two) and i s t h e r e f o r e s p e l t according to P o l i s h usage. 
T i t l e s of prose works and poems have been t r a n s l i t e r a t e d , but f i r s t 
l i n e s of poems appear i n Russian, since these are o f t e n r a t h e r long. 
Quotations are t r a n s l i t e r a t e d o n ly where they i n v o l v e no more than 
a few words. 
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I n t r o d u c t i o n 
Mandelstam*s r e p u t a t i o n as a poet i s now f i r m l y e s t a b l i s h e d : 
d u r i n g the l a s t f i v e years i t has become more, and more fr e q u e n t t o 
hear him spoken of as one o f Russia's g r e a t e s t t w e n t i e t h - c e n t u r y poets. 
A more or less complete c o l l e c t i o n of h i s work i s a v a i l a b l e i n the 
1 . . . 2 
three-volume American e d i t i o n , and although the Soviet e d i t i o n " 
provides an incomplete s e l e c t i o n of h i s p o e t r y , i t includes some 
i n t e r e s t i n g notes. The g r e a t e s t s i n g l e c o n t r i b u t i o n i n b r i n g i n g 
Mandelstam's work to the a t t e n t i o n of Western readers has undoubtedly 
been made by Mandelstam's widow, Nadezhda Yakovlevna Mandelstam. Her 
3 
two volumes of memoirs , a v a i l a b l e i n English t r a n s l a t i o n , not only 
h i g h l i g h t the courage of both husband and w i f e d u r i n g the t e r r i b l e 
years of S t a l i n ' s regime, but also provide valuable i n s i g h t s i n t o 
Mandelstam's work. 
Three f u l l - l e n g t h c r i t i c a l s t u d i e s i n English o f Mandelstarn's 
po e t r y have been published: Clarence Brown's Mandelstaro 
J e n n i f e r Baines' Mandelstam: the L a t e r Poetry^, and Steven Broyde's 
Osip Mandelstam and h i s Age**. The f i r s t deals w i t h Mandelstam's 
work up to the e a r l y t w e n t i e s , and gives u s e f u l i n f o r m a t i o n as to 
Mandelstam 1s e a r l y l i f e , h i s e a r l y p o e t i c i n c l i n a t i o n s , and t o the 
background behind c e r t a i n poems, bu t i t s t r a n s l a t i o n s and i n t e r p r e t -
a t i o n s of Mandelstam's poetry are a t times l a c k i n g i n i m a g i n a t i o n . 
The second book deals w i t h Mandelstam's poetry w r i t t e n d u r i n g the 
years of h i s g r e a t e s t harassment - the poetry before and d u r i n g h i s 
e x i l e i n Voronezh. Dr. Baines' book gives many va l u a b l e autobiograph-
i c a l d e t a i l s as background to the l a t e r p o e t r y , and has the p a r t i c u l a r 
advantage of reference to Mandelstarn's rough d r a f t s i n support of 
i n t e r p r e t a t i o n s of c e r t a i n poems. The t h i r d book, again concerned 
l a r g e l y w i t h h i s p o e t r y , covers only the e a r l y p e r i o d of Mandelstarn's 
work, and from the s p e c i f i c v i e w p o i n t of war and r e v o l u t i o n . This 
work tends to r e l y too h e a v i l y on l i t e r a r y background i n i t s i n t e r -
p r e t a t i o n s of the p o e t r y . D e t a i l s of the several t r a n s l a t i o n s of 
Mandelstam's poetry are given i n the b i b l i o g r a p h y , b u t none of these 
can be recommended unreservedly. Some e r r i n grammatical p o i n t s , and 
some give an accurate t r a n s l a t i o n but f a i l to capture the sound or 
the atmosphere of the p o e t r y . 
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Mandelstam's prose has received f a r less a t t e n t i o n than h i s 
verse, and the only works devoted e n t i r e l y to h i s prose are t r a n s -
l a t i o n s w i t h c r i t i c a l i n t r o d u c t i o n s . One such i s concerned w i t h 
Mandelstam's c r i t i c a l a r t i c l e s and essays, ably t r a n s l a t e d by 
Sydney Monas^, w i t h a comprehensive i n t r o d u c t i o n which i s a t times 
mis l e a d i n g (thus f o r example h i s suggestion t h a t Mandelstam possessed 
8 
a ' t r u e devotion t o the c r a f t of t r a n s l a t i n g ' ) . I n the same e d i t i o n 
Professor Monas t r a n s l a t e s two of Mandelstam's prose pieces which do 
not belong t o the c r i t i c a l genre, Puteshestvie v Armeniyu and 
'Chetvyortaya proza'. Of Mandelstam's remaining prose works, the semi-
a u t o b i o g r a p h i c a l Shum vremeni and Egipetskaya marka, there i s o n l y 
9 
one t r a n s l a t i o n , t h a t by Professor Brown , w i t h an i n t r o d u c t i o n which 
deals l a r g e l y w i t h b i o g r a p h i c a l and l i t e r a r y background. Indeed, the 
most p e r c e p t i v e study of Mandelstam's prose remains an a r t i c l e 
p u b l i s h e d i n 1929 by N.Ya. Berkovsky^. This deals w i t h the 
s t y l i s t i c aspects of Shum vremeni and Egipetskaya marka. Berkovsky 
i s one of the few c r i t i c s t o have maintained t h a t Mandelstam's prose 
deserves to be appreciated i n i t s own r i g h t : 'OHa He ji a 3 e f t K a pjia 
,1 
KOMJ-ieHTaTOpOB CTHXOBblX HeBHHTHU,, HO HCKyCCTBO CnpaBeftTHBO-aBTOHOMKOe. 
Many c r i t i c s deny Mandelstam's prose any l a s t i n g importance, consider-
i n g i t t o be f a r i n f e r i o r to h i s poet r y . Nadezhda Yakovlevna 
Mandelstam h e r s e l f i m p l i e s t h a t the prose's c h i e f value i s as a 
commentary t o the po e t r y (N.Ya. I , p. 281). Some c r i t i c s who speak 
most favourably of h i s poetry are s i n g u l a r l y uncomplimentary and 
unimaginative when i t comes t o h i s prose: 'B npose cBoefi MaHAensmTaM 
12 
K a K 6yftTo T e p n e T C H ,..' .A s i m i l a r l y unimaginative a p p r e c i a t i o n of 
Mandelstam's prose i s o f f e r e d by Yu.B. Margolin, who i n s i s t s t h a t h i s 
13 
prose, u n l i k e h i s p o e t r y , has no value o u t s i d e i t s own era . Although 
one cannot b u t agree t h a t Mandelstam was f i r s t and foremost a poet, 
such i n t e r p r e t a t i o n s b e t r a y a s u p e r f i c i a l approach which cannot r e v e a l 
the t r u e value of the prose. Mandelstam's prose r e q u i r e s above a l l 
e l s e an ima g i n a t i v e approach on the p a r t of the reader, f o r Mandelstam 
was a metaphorical t h i n k e r , and nowhere more so than i n h i s prose, as 
14 
L i d i y a Ginzburg has pointed out . Thus the h i g h l y m e taphorical 
c r i t i c a l prose demands close and d e t a i l e d r eading, i n order t o 
appr e c i a t e the many perc e p t i v e i n s i g h t s which i t contains i n t o 
Mandelstam's own work and i n t o the work of o t h e r s . The semi-
a u t o b i o g r a p h i c a l prose i s y e t more densely m e t a p h o r i c a l , however. I t 
• - 3 -
i s i n t r i c a t e , i n v o l v e d , w i t h a tendency t o f r a g m e n t a t i o n , and t h e r e -
f o r e r e q u i r e s c a r e f u l and sustained a t t e n t i o n . I t i s n o t autobiog-
r a p h i c a l i n the s t r i c t sense of the word (Mandelstam c l e a r l y s t a t e s 
h i s a n t i p a t h y to a u t o b i o g r a p h i c a l w r i t i n g i n Shum vremeni, I I , p. 9 9 ) , 
b u t i t does con t a i n many h i n t s as to Mandelstam's personal s i t u a t i o n 
and i n c l i n a t i o n s , and these r e q u i r e a sympathetic a p p r e c i a t i o n of 
the poet's circumstances a t the time of w r i t i n g . As s e v e r a l c r i t i c s 
have p o i n t e d o u t , Mandelstam's prose i s d i s t i n c t l y t h a t of a poet^""*. 
D o Svyatopolk-Mirsky summarises t h i s paradox most s u c c i n c t l y i n a 
review from 1926: '3T O npo3a n o s T a . Ho n o s T H ^ e c K p r o B Heii T O J I B K O 
r y c T a a nactmteHHocTi) xaKfloro c n o B a coRepKaraieM' , Such depth a n d 
richness of c o n t e n t are the fea t u r e s by which Mandelstam's prose i s 
c h i e f l y c h a r a c t e r i s e d , and they are the f e a t u r e s which demand most of 
the reader. 
Of the two most personal works, Shum vremeni and Egipetskaya 
marka, Shum vremeni has received the more favourable a t t e n t i o n over 
the years. Mirsky's c r i t i c i s m of t h i s work i s e s p e c i a l l y compliment-
ary: 'He 6yAeT npeyBenimeHHeM CKasaTb, K T O DIVM BpeMCHH of lHa 113 Tpex 
*ieTbipex c a K u x sHamiTenLHbix K H H T nocneRHero BpeMeim' ^  ^ . Shum vremeni 
i s c e r t a i n l y the more accessible of the two works i n t h a t i t i s less 
fragmentary. ( I t i s i n t e r e s t i n g to note i n t h i s c ontext t h a t Mirsky 
found the l a t t e r p a r t of Shum vremeni, 'Feodosiya', l e s s s a t i s f a c t o r y 
18 
p r e c i s e l y because of i t s more fragmentary form .) 
C r i t i c i s m s of Egipetskaya marka, both i n the Soviet Union and i n 
the West, have tended t o be s u p e r f i c i a l and even a r b i t r a r y : 
o . . nonecTB ErnneTCKaH Mapxa ... o A V X O B H O M K p n s H c e 
HHTejuiHreHTa . . . l y 
I n the Egyptian Stamp, Mandelstam p o r t r a y s an i n t e l l e c t u a l 
o ut of key w i t h the new system, who outwardly submits t o i t , 
b u t s e c r e t l y maintains contempt f o r i t . 2 0 
The aim of t h i s t h e s i s i s t o demonstrate through a d e t a i l e d 
a p p r e c i a t i o n of Egipetskaya marka t h a t Mandelstam's prose deserves 
more than t h i s s u p e r f i c i a l approach. Egipetskaya marka i s import a n t 
s i n c e , on a general l e v e l , i t shows Mandelstam's concern w i t h the f a t e 
o f the i n d i v i d u a l , and the importance o f t h i s i s by no means 
r e s t r i c t e d t o h i s own age. His a n x i e t i e s on t h i s score proved t o be 
p a r t i c u l a r l y well-founded i n the years immediately a f t e r h i s death, 
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but t h i s i s w i t h o u t doubt a concern which should continue t o be 
v o i c e d . The work i s important on a personal l e v e l , since i t came a t 
the time when Mandelstam was most adversely a f f e c t e d by the s i b i a t i o n 
i n which he found h i m s e l f . L a s t l y , i t i s important i n t h a t i t s 
themes (which r e v e a l personal preferences and opinions) a n d remarkable 
s t y l e , f a s c i n a t i n g i n themselves, can h i g h l i g h t themes a n d techniques 
used i n h i s p o e t r y and other prose. 
The f i r s t chapter of t h i s t h e s i s sets out t o place Egipetskaya 
marka i n the context of Mandelstam's other prose and h i s p o e t r y , since 
Egipetskaya marka's p o s i t i o n i s a very s p e c i a l one due to the date o f 
i t s composition. An attempt i s made i n t h i s chapter t o suggest some 
of the d i f f e r e n c e s between the various types of prose, and between the 
prose and the p o e t r y . The i n t e n t i o n of t h i s d i s c u s s i o n i s t o i n d i c a t e 
b a s i c tendencies and general r e l a t i o n s h i p s w i t h i n Mandelstam's o e u v r e , 
and n o t s p e c i f i c correspondences i n imagery which are d e a l t w i t h i n 
subsequent chapters. I n the remaining chapters Egipetskaya marka i s 
analysed i n terms of i t s c h a r a c t e r s , i t s geographical and h i s t o r i c a l 
s e t t i n g s , i t s c e n t r a l themes, and i t s s t r u c t u r e . This v a r i e t y of 
vi e w p o i n t s h i g h l i g h t s the ' m u l t i v a l e n t ' q u a l i t y of the images used i n 
Egipetskaya marka, which can have d i f f e r e n t forces i n d i f f e r e n t 
c o n t e x t s . 
Since Mandelstam's work of d i f f e r e n t periods and genres i s very 
much i n t e r r e l a t e d i n terms of themes, imagery and c e r t a i n s t y l i s t i c 
techniques, the c o n s i d e r a t i o n of Egipetskaya marka from the above 
vi e w p o i n t s has been conducted w i t h constant reference t o Mandelstam's 
other work. I n h i s Razgovor o Dante Mandelstam speaks of the extreme 
importance of rough d r a f t s i n the c o n s i d e r a t i o n of a poet's work 
( I I , 383). I n the absence of these i n the case of Egipetskaya marka, 
a comparative approach i s e s s e n t i a l . Nadezhda Yakovlevna Mandelstam 
does mention f i r s t d r a f t s o f Egipetskaya marka (N.Ya. I , 183), b u t 
e f f o r t s t o t r a c e these i n the Soviet Union have so f a r been f r u i t l e s s . 
Mandelstam's awareness of the i m p r o b a b i l i t y of rought d r a f t s s u r v i v i n g 
('... B e c i M a npocTHTentHbri i cfcaKT Heflomeflmnx qepHOBHKOB ...' - I I , p . 383) 
i s one reason why he i s so i n s i s t e n t i n the Razgovor o Dante as t o the 
way i n which an a r t i s t ' s work should be considered. One should view 
i t n o t as a phenomenon which sprang ready-made from the pen, but as 
the product of a dynamic process. Such a process can be i n d i c a t e d by 
the v a r i o u s stages of the rough d r a f t s . Where d r a f t s are not a v a i l a b l e 
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the reader should be c o n s t a n t l y aware of a l l the d i f f e r e n t forces 
which l i e behind i t s composition - t o p i c a l events, customs, 
environment, b i o g r a p h i c a l d e t a i l s , the a r t i s t ' s own work, and the 
works o f other a r t i s t s ( t h e l a t t e r being the s o - c a l l e d ' subtexts', 
whose relevance w i l l be considered i n Chapter One.) I t i s such an. 
approach which t h i s t h e s i s endeavours t o adopt. 
Egipetskaya marka i s viewed i n the way described above i n 
r e l a t i o n to a l l h i s other prose, and to h i s p o e t r y from 1912-1933, f o r 
these are the dates between which Mandelstam's prose was c h i e f l y 
w r i t t e n , the l a t e r date being the year of h i s l a s t major prose work, 
Razgovor o Dante. (Reference i s o c c a s i o n a l l y made t o poems ou t s i d e 
these dates, where t h i s i s f e l t t o be of p a r t i c u l a r relevance.) 
F i n a l l y , the Appendix gives a t r a n s l a t i o n o f Egipetskaya marka based 
21 
on the 1928 Priboy p u b l i c a t i o n , which d i f f e r s i n several places from 
the American e d i t i o n ' s v e r s i o n of the work. The aim here i s t o o f f e r 
an a l t e r n a t i v e t o Professor Brown's t r a n s l a t i o n (which e r r s i n c e r t a i n 
d e t a i l s ) , and also t o attempt to convey something of the atmosphere 
and of the f a s c i n a t i n g s t y l e created by Mandelstaro.. 
- 6 -
Chapter One 
Egipetslcaya marka i n the Context of Mandelstam's Other Work: 
General P r i n c i p l e s and I n f l u e n c e s 
( i ) Mandelstam 1s s i t u a t i o n i n the twenties 
During the t w e n t i e s , which Nadezhda Yakovlevna has described as 
the worst p e r i o d of h i s l i f e (N.Ya. I , p. 180), Mandelstam experienced 
gr e a t d i f f i c u l t i e s i n terms of p h y s i c a l and m a t e r i a l c o n d i t i o n s , which 
i n t u r n a f f e c t e d h i s c r e a t i v e work. As the decade progressed these 
d i f f i c u l t i e s grew ever more s e r i o u s . Egipetskaya marka occupies a 
d i s t i n c t i v e p o s i t i o n i n the context c f Mandelstam's work as a whole 
since i t was w r i t t e n i n the w i n t e r of 1927-1928, t h a t i s d u r i n g the 
p e r i o d from 1925-1930 when he was no longer able to w r i t e p o e t r y . The 
seriousness of such a s i t u a t i o n cannot be underestimated: f o r 
Mandelstam poetry was a v i t a l p a r t of l i f e , an a c t i v i t y c h a r a c t e r i s e d 
by the confidence of the poet i n the value of h i s composition. L a t e r 
on, i n the t h i r t i e s , even a r r e s t and e x i l e could n o t s t i l l h i s p o e t i c 
v o i c e , a f a c t which demonstrates the g r a v i t y of h i s p o s i t i o n d u r i n g 
the p e r i o d when Egipetskaya marka was w r i t t e n . 
I n the e a r l y twenties i t became c l e a r t h a t Mandelstam was 
d i s t u r b e d a t the d i r e c t i o n taken by the s o c i e t y which had emerged from 
the October r e v o l u t i o n , an event which, l i k e many of h i s f e l l o w a r t i s t s , 
he had i n i t i a l l y welcomed. His disenchantment i s r e f l e c t e d i n h i s 
verse, where the scene depicted d u r i n g these years r e v e a l s h i s a n x i e t y . 
Thus images of disease and i n j u r y f i g u r e i n the d e p i c t i o n s of the 
n a t u r a l s e t t i n g . Space s u f f e r s from the unpleasant c o n d i t i o n of p l i c a 
('# no j i e c e m c e npucTaBHoft', I , no. 132), and the v ery backbone of the 
epoch i s broken ('Vek', I , no. 135). Images of t h r e a t are present: a 
mosquito drones ominously i n the background ('H He 3Haio, c K S K H X nop*, 
I , no. 131), and a snake l u r k s i n the grass ('Vek', I , no. 135). 
MandeIstarn's awareness t h a t he was out of step w i t h t h i s new s o c i e t y i s 
revealed i n the c h a r a c t e r i s a t i o n of h i m s e l f as the ' s t a l e stepson' of 
the age ('KaK p a c T e T xne6oB onapa', I , no. 130). His c r i t i c a l 
a r t i c l e s also b e t r a y h i s apprehension, and he discusses a s o c i e t y 
which crushes the i n d i v i d u a l ('Gumanizm i sovremennost*', I I , pp. 352-
354). At the same time t h i s a r t i c l e demonstrates through the image of 
the 'golden currency' of human values ( I I , p. 354) t h a t Mandelstam had 
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not y e t completely l o s t f a i t h in the p o s s i b i l i t y of a change f o r the 
b e t t e r . He was s t i l l c o n f i d e n t i n the value of h i s own a b i l i t y to 
sound a warning: '. „. y Hero eme 6HJIH H J I J I K)3H H , * I T O MOJKHO . . . KaK MM 
myTHJiH, " f l a T B 6oxrbineBHKaM floSpbifi c o B c r " „,.' (N,Ya. I I , p. 213), 
Mandelstam's advice, however, d i d not meet w i t h contemporary demands 
f o r b o l d compositions of a s t r o n g l y a f f i r m a t i v e n a t u r e , and i t became 
i n c r e a s i n g l y d i f f i c u l t f o r him t o earn a l i v i n g by p u b l i s h i n g h i s own 
work. I n 1923 Mandelstam's p o s i t i o n worsened when a ban was suddenly 
placed on the p u b l i s h i n g of h i s o r i g i n a l verse. I n order t o s u r v i v e 
he was now o b l i g e d t o undertake t r a n s l a t i n g work which, g e n e r a l l y 
speaking, he found profoundly d i s t a s t e f u l and which d i d much t o hasten 
the onset of h i s p o e t i c s i l e n c e . His s i t u a t i o n bore a s t r i k i n g 
resemblance t o t h a t so a p t l y c h a r a c t e r i s e d by Zamyatin i n h i s a r t i c l e 
'Ya boyus'': 
UHCaTeJlb, KOTOpblH He MOJKCT CTaTb lOpKHM, AOjmeH XOflHTb Ha 
cjiyjK6y c nopniiejieM, ecnH O H xower ymrh . . . H nepen, m i c a T e n e M , 
- BbtSop: HJIH CTaTb EpeiHKO"BpeinKOBCKHM - H J I H 3aMOJI*iaTb. 22 
When Nadezhda Yakovlevna (who had never been strong) f e l l i l l 
w i t h t u b e r c u l o s i s i n 1925, the n e c e s s i t y t o o b t a i n a great deal of 
t r a n s l a t i n g work became acute, f o r medicines and t r i p s t o the Crimea 
were the order of the day. I n the same year Mandelstam s u f f e r e d h i s 
f i r s t bout of angina p e c t o r i s . M a t e r i a l and p h y s i c a l circumstances 
t h e r e f o r e served only t o compound the p e r n i c i o u s e f f e c t on h i s 
c r e a t i v e l i f e of Mandelstam's sense of i s o l a t i o n i n the new s o c i e t y . 
The r e s u l t of these pressures was a p e r i o d of confusion, i n which 
Mandelstam l o s t h i s sense of p o e t i c ' r i g h t n e s s ' which he had f i r s t 
declared e s s e n t i a l i n h i s a r t i c l e 'Utro akmeizma': 'Co3HanHe CBoen 
npaBOTH HaM nppoace B c e r o B I K>33H H ...' ( I I , p. 321). Without t h i s 
sense, the composition of poetry was impossible. 
I t i s not s u r p r i s i n g t h a t Nadezhda Yakovlevna should n o t be fond 
of Egipetskaya marka, which dates from"the time when Mandelstam's 
confidence was a t i t s lowest ebb. She describes i t as a ' h y b r i d ' , as 
the ' p r i c e ' w h i c h Mandelstam pa i d f o r h i s attempt t o come to terms w i t h 
the age, and considers the f e a t u r e which d i s t i n g u i s h e s i t most 
obvi o u s l y from Mandelstam's other prose - i t s b a r e l y p e r c e p t i b l e p l o t -
t o be a concession t o the demands of t h a t age (N.Ya. I I , pp. 212-213). 
Her d i s l i k e of the work no doubt stems also from the f a c t t h a t 
Egipetskaya marka d i d not r e s t o r e Mandelstam to a s t a t e of p o e t i c 
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confidence - no new b u r s t of p o e t r y was forthcoming a f t e r t h i s prose, 
work (NoYa. I I , p. 213). 
And y e t Egipetskaya iuarka i s the most complete p i c t u r e which 
e x i s t s of Mandelstam's a t t i t u d e s and s t a t e of mind i n the p e r i o d of 
s i l e n c e . His only o t h e r work of the time, h i s t r a n s l a t i o n s , 
c h i l d r e n ' s verse, and h a l f a dozen or so c r i t i c a l a r t i c l e s and 
reviews, e v i d e n t l y had some i n f l u e n c e on Egipetskaya marka (see below, 
s e c t i o n ( i v ) ) , b u t they give o n l y a p a r t i a l impression o f the p e r i o d . 
The same i s t r u e of Mandelstam's many l e t t e r s t o h i s w i f e , which he 
wrote when she was r e c u p e r a t i n g i n the Crimea. These l e t t e r s , a p a r t 
from an occasional, graphic a l l u s i o n t o the adverse e f f e c t s of t r a n s -
l a t i o n ( I I I , pp. 221, 246), are f u l l of Mandelstam's concern f o r h i s 
w i f e ' s h e a l t h and w e l f a r e , and of reassurances ( q u i t e unfounded) as 
to t h e i r f i n a n c i a l s i t u a t i o n . Egipetskaya marka, on the other hand, i s 
a c r e a t i v e composition, the only serious c r e a t i v e composition from the 
p e r i o d o f p o e t i c s i l e n c e , and i t has a d i s c e r n i b l e aim. Although i t 
deals o s t e n s i b l y w i t h one Parnok, w i t h h i s v a i n attempts t o r e t r i e v e 
h i s l o s t possessions and t o a v e r t a catastrophe threatened by the 
wrath of a v i o l e n t and powerful mob, and although i t provides a r e t r o -
s p e c t i v e p i c t u r e of the p e r i o d between the two r e v o l u t i o n s of 1917, 
i n essence the work represents a statement of Mandelstam's confusion 
and of h i s search t o re s o l v e t h a t confusion by d e f i n i n g h i s p o s i t i o n 
i n the new s o c i e t y . Since Mandelstam considered h i m s e l f t o be 
p r i m a r i l y a poet, i t i s as such t h a t he examines h i s p o s i t i o n i n 
Egipetskaya marka. Thus i t i s t h a t a t the core of the work l i e s a 
concern which, however i n d i r e c t l y expressed, i s h i g h l y c h a r a c t e r i s t i c 
of Mandelstam's work as a whole: a concern w i t h a r t i s t i c and p a r t i c u l -
a r l y w i t h p o e t i c c r e a t i v i t y . Egipetskaya marka, then, i s a work of 
some value i n t h a t it, gives an a p p r a i s a l of the poet's c o n d i t i o n 
d u r i n g the p o e t i c s i l e n c e , h i n t s at the nature of t h a t c o n d i t i o n i n 
the past and f u t u r e , and gives a t the same time much i n s i g h t i n t o 
Mandelstam's opinions on v a r i o u s a r t forms. 
( i i ) The nature of Mandelstam's c r i t i c a l prose and of h i s p o e t r y 
I n order t o set Egipetskaya marka i n t o the context of Mandelstam's 
poetry and other prose, i t i s necessary f i r s t t o d e f i n e the nature of 
and the impulses behind the two d i f f e r e n t genres of Mandelstam's prose 
and h i s poet r y . His prose work f a l l s more or less i n t o two c a t e g o r i e s : 
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the. f i r s t , h i s c r i t i c a l a r t i c l e s and essays, and the second, t h a t 
which may be c a l l e d h i s ' c r e a t i v e ' prose, and V7hich has as i t s base, 
not a l i t e r a r y or h i s t o r i c a l s u b j e c t , b u t a u t o b i o g r a p h i c a l experience. 
Mandelstam's p o e t r y , according to Nadezhda Yakovlevna, f u l f i l l e d a 
d i f f e r e n t f u n c t i o n i n h i s l i f e , and sprang from a d i f f e r e n t , deeper 
source than d i d t h e ' c r e a t i v e ' p r o s e , and he r a r e l y composed both 
simultaneously (N.Ya. I I , p. 211). The c r e a t i v e prose-was a medium 
which allowed Mandelstam to use more obv i o u s l y personal m a t e r i a l , and 
one i n which he tended t o consider c e r t a i n vexed personal problems 
which had no place i n h i s p o e t r y . Such prose was f o r Mandelstam 
o f t e n a means of ' c l e a r i n g the way' f o r p o e t r y (N.Ya. I I , p. 213), a 
means o f coming to g r i p s w i t h a s i t u a t i o n which hindered the compos-
i t i o n of p o e t r y . I n the twenties Mandelstam was no longer able, 
a f t e r a l l , t o take advantage of the t r a d i t i o n a l Petersburg h a b i t of 
going away t o Finl a n d t o s o r t out problems which could not be s o r t e d 
out a t home (Shum vremeni, I I , p. 62). 
For the purposes of t h i s d i s c u s s i o n , the c r i t i c a l a r t i c l e s w i l l 
be t r e a t e d together w i t h the p o e t r y , since they bear more r e l a t i o n to 
the p o e t r y than t o the ' c r e a t i v e ' prose. L i k e the p o e t r y , the concern 
of the c r i t i c a l a r t i c l e s i s d i r e c t l y w i t h a r t i s t i c and e s p e c i a l l y w i t h 
p o e t i c c r e a t i v i t y . As i n the case of the p o e t r y there i s a break i n 
the c r i t i c a l oeuvre a l s o . During the p e r i o d of s i l e n c e Mandelstam's 
a r t i c l e s are concerned not w i t h h i s most cherished forms of a r t i s t i c 
c r e a t i v i t y , b u t w i t h h i s l e a s t f a v o u r i t e t o p i c s of t r a n s l a t i o n and the 
cinema, and w i t h the t h e a t r e (towards which h i s f e e l i n g s were perhaps 
less n e g a t i v e , see below Chapter F i v e , s e c t i o n ( i i ) ( f ) ) . The 
pressures which l e f t Mandelstam unable to create p o e t r y d i d i n a d d i t i o n 
prevent him from d i s c u s s i n g the nature and purpose of p o e t r y i n 
a r t i c l e s and essays. 
Although the c r i t i c a l a r t i c l e s , f u l l of i n t e r e s t i n g and 
p e r c e p t i v e comments on the a r t of d i f f e r e n t epochs, e l u c i d a t e 
Mandelstam's views on a v a r i e t y of s u b j e c t s , they are u n i t e d by one 
theme, as i s the poetry - namely x f i t h the value and f a t e of a r t i s t i c 
composition. The d r a s t i c change i n Mandelstam's c r e a t i v e l i f e i n the 
twenties n e c e s s a r i l y had i t s e f f e c t on such a theme, and i t i s of value 
i n d etermining the b a s i c import of Egipetskaya marka, and i t s s i g n i f i c -
ance i n r e l a t i o n to Mandelstam's other work, t o examine the changes and 
developments i n Mandelstam's treatment of the themes of c r e a t i v i t y i n 
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the p o e t r y and prose of the p e r i o d under d i s c u s s i o n . 
Mandelstarn's concern w i t h a r t i s t i c c r e a t i v i t y i n the poetry and 
c r i t i c a l a r t i c l e s has two aspects. He i s concerned both w i t h the work 
created, the poet's r o l e i n i t s c r e a t i o n t and w i t h the r e l a t i o n o f the 
work created t o the a r t of other epochs and c o u n t r i e s . 
I n the f i r s t case, i t i s apparent from h i s e a r l y pieces t h a t 
Mandela Lam de l i g l i L s i n the created work. He considered t h a t a sense 
of j o y and freedom was i n h e r e n t i n i t . This i s demonstrated i n the 
fragments 'Pushkin i Skryabin', where Mandelstam d e f i n e s the basis of 
a r t as the ' f r e e and j o y f u l i m i t a t i o n ' of C h r i s t who has already 
redeemed the w o r l d ( I I , p. 315). Such an i m i t a t i o n of C h r i s t the poet 
achieves through h i s p o e t r y . I n the Gospel according t o St. John the 
'Word' i s C h r i s t ( 1 . 14), but i n Mandelstam's l e x i c o n the 'Word' 
('slovo') i s poetry i t s e l f , the embodiment of j o y f u l n e s s : 'C T I O B O -
i H c r o e Becenbe / Hcn;ejieHbe O T T O C K H ! ' ( I , no. 75). The poet i s c o n f i d -
ent i n the value of such work, and h i s confidence i s apparent i n the 
a f f i r m a t i v e way i n which sounds are described: '^yfieci&iii 3 B V K , ua 
nanrKH C P O K ' ( I , no. 90). His confidence i s t h a t of the craftsman, the 
b u i l d e r , who creates order and form from shapeless m a t e r i a l ('Utro 
akmeizma', I I , p. 321, and 'Notre Dame', I , no. 3 9 ) . The poet's 
mission i n e s t a b l i s h i n g such order i s t o conquer the h o s t i l e emptiness 
of space and time ('Utro akmeizma', I I , p„ 323, and I , nos. 108, 117). 
The second aspect of Mandelstam's concern w i t h a r t i s t i c c r e a t i v i t y 
- the r e l a t i o n s h i p between a r t of d i f f e r e n t epochs - i s revealed i n the 
f a c t t h a t a t every stage i n Mandelstam's l i f e h i s work i s s a t u r a t e d 
w i t h a l l u s i o n s t o and a s s o c i a t i o n s w i t h a r t . Mandelstam demands a 
s e n s i t i v i t y towards these a l l u s i o n s , a 'poetic p r e p a r a t i o n ' on the 
p a r t of the reader, an awareness of t h a t c u l t u r a l w e a l t h which he 
h i m s e l f sensed so a c u t e l y . He d i d indeed consider t h i s awareness to be 
a p r e r e q u i s i t e i n the very composition of p o e t r y : ' ... no33HH, 
OCB060JKfl6HHaH OT BCHKOfl KVJlbTypbl, nepeCTaHeT BOBCe 6hIT3b no33Heii 
( ' L i t e r a t u r n a y a Moskva', I I , p. 329). Mandelstam's i n s i s t e n c e i n 
a l l u d i n g t o the a r t o f d i f f e r e n t epochs and c o u n t r i e s i s c l o s e l y 
connected w i t h h i s view on the i n t i m a t e r e l a t i o n s h i p e x i s t i n g between 
works of a r t . I n h i s o p i n i o n , the a r t and p a r t i c u l a r l y the p o e t r y of 
any one epoch does not e x i s t i n i s o l a t i o n : 'TaK B no33HH paspyntawrcH 
r p a H H H a u H O H a n b H o r o , H C T H X H H onHoro H3buca n e p e i c m i K a e T C H c npyron *iepe3 
rojiOBM npocTpaHCTBa H BpeMenH .„.' ('Zametki o Shen'e', I I , p . 300). 
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C u l t u r e i s t h e r e f o r e d i s t i n g u i s h e d e s s e n t i a l l y by i t s c o n t i n u i t y . 
The emphasis i s on such c o n t i n u i t y i n Nadezhda Yakovlevna's d i s c u s s i o n 
of Mandelstara's concept of c u l t u r e as the u n d e r l y i n g idea which 
defines the s t r u c t u r e of h i s t o r y , g i v i n g i t form, as the a r t i s t gives 
form t o raw m a t e r i a l : ' Y d e s f l e H H e , * I T O Kyn&Typa npeeMCTBeHHa . .„' 
(N.Ya. I , po 268). Here Nadezhda Yakovlevna e x p l a i n s the nature o f 
t h a t c u l t u r e w i t h which Mandp-lstam f e l t a p a r t i c u l a r correspondence 
and which d i s p l a y e d i n h i s eyes a remarkable c o n t i n u i t y ; 
flpeBHHe C3H3H KpbiMa H 3aKaBKa3BH, OC06eHHO A p M e H K Hj c 
rperpieH H P H M O M Ka3ajiKCt> eMy s a n o r o M o6m.HocTH c M H P O B O H 9 
B e p H e e , e B p o n e f i c K O H , K y j i b T y p w . 
These lands embodied what Mandelstam termed a ' H e l l e n i s t i c ' c u l t u r e 
('0 p r i r o d e s l o v a ' , I I , p. 253). I n h i s i n t r o d u c t i o n t o 
Osip Mandelstam: Selected Essays, Sydney Monas has a p t l y described 
t h i s concept as f o l l o w s : 
For Mandelstam, ' H e l l e n i c ' means 'human*. Perhaps i t would 
be b e t t e r t o c a l l i t a k i n d of c r e a t i v e , p r o c r e a t i v e ^ 
p r o j e c t i o n of the human onto the emptiness of the w o r l d ... 
I n evidence once more i s Mandelstarn's fundamental concern w i t h the 
imposing of order upon phenomena thus causing them t o be less i n i m i c a l . 
The v i t a l a d d i t i o n a l d e t a i l here i s t h a t t h i s process has as i t s f o c a l 
p o i n t the i n d i v i d u a l human being. The H e l l e n i s t i c c u l t u r e was 
c h a r a c t e r i s e d above a l l by i t s respect, f o r the human being, f o r the 
home, and t h e r e f o r e i t created an atmosphere of domestic warmth; 
indeed Mandelstan defines Hellenism i n terns of domestic u t e n s i l s : 
'3raiHHH3M - 3 T O c o 3 H a T e j i b n o e O K p y x e i m e l e j i o n e K a yTBapbio, B M e c r o 
Gespa3iiH*iHHx npesMeTOB ...f ('0 p r i r o d e s l o v a ' , I I , p. 253). The 
r e l a t i o n s h i p between w r i t e r s from the anc i e n t and modern worlds and 
between t h e i r works i s also a matter of such a warm, domestic n a t u r e : 
' H fljiH A H H e H C K o r o no33HK Sbina AOMamHjiM flanoM, H E B P H I I H H 6bin AOMamrorii 
imcaTenb, cruioniKaa n,HTaTa H KaBUHKH' ('0 p r i r o d e s l o v a ' , I I , p. 253). 
I t i s important t o note t h a t t h i s was the o n l y k i n d of warm 
d o m e s t i c i t y which Mandelstam ever experienced, e i t h e r i n childhood or 
i n l a t e r years.. He reveals the lack of such a s e t t i n g i n h i s childhood 
i n Shum vremeni by the constant use of the e p i t h e t 'domashniy', which 
i s r a r e l y a p p l i e d t o anything so c o n v e n t i o n a l l y domestic as the 
' u t e n s i l s ' of h i s d e f i n i t i o n of Hellenism. I t i s the c o n t r a s t between 
'domashniy' and the nouns de f i n e d which h i g h l i g h t s the l a c k of the 
d o m e s t i c i t y craved by Mandelstam: 'domashniy i n o s t r a n e t s ' ( I I , p. 62), 
'domashnim forumom' ( I I , p. 7 6 ), 'domashnego Bismarka' ( I I , p. 8 5 ), 
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1domashnyuyu duru' ( I I , p. 94), 'domashnikh l i r i k o v ' ( I I , p. 96), 
'domashnimi vospondnaniyami 1 ( I I , p. 99). 
Through h i s beloved Hellenism, then, Mandelstam demonstrates i n 
*0 p r i r o d e slova' the idea of the c o n t i n u i t y of c u l t u r e . I n the same 
a r t i c l e he i l l u s t r a t e s i t f u r t h e r i n the example of Acmeism, which he 
was t o describe towards the end of h i s l i f e as 'toska' f o r wo r l d 
c u l t u r e (N.Ya. I , p. 264). I n the a r t i c l e Mandelstam asserts t h a t 
Acmeism's gr e a t e s t achievement l a y i n the appearance of the new 
' t a s t e ' which i t had i n s p i r e d ; t h i s new t a s t e i n t u r n p o i n t e d to those 
works of a r t which were of p a r t i c u l a r relevance to the e a r l y years of 
the t w e n t i e t h century; 
Bjiaroflapn T O M Y , mo B P O C C H H , B Ha^ane C T O J I C T H H , B O 3 H H K 
H O B H H BKyC, T3KHe T p O M a f l H , K3K P a 6 j i e , ffieKCimp, P a C H H , CHJUIHCb 
c MecTa H flBHHyjnicb K HaM B T O C T H . 
('0 p r i r o d e s l o v a ' , I I , p. 257). 
This i s an example of what i n 'Slovo i k u l ' t u r a ' Mandelstam r e f e r s to 
as 'redkostnye predchuvstviya' ( I I , p. 224), t h a t i s , the s e n s i t i v i t y 
of an a r t i s t to the work of an a r t i s t i c predecessor, the correspondence 
between t h e i r work. Such 'predchuvstviya' form p a r t of t h a t h e r i t a g e 
which i s destined f o r the 'tainstvennyy adresat* of '0 sobesednike' 
( I I , p. 235). Mandelstam's confidence i n being such a ' r e c i p i e n t ' , 
h i s a f f i n i t y w i t h h i s a r t i s t i c predecessors, i s emphasised i n 
'0 p r i r o d e slova' by the f a m i l i a r , 'domestic' way i n which he describes 
them: 'flBHHVjnicb K HaM B T O C T H ' . The correspondencesbetween a r t i s t s 
were not a r b i t r a r y . The work of Rabelais, Racine and Shakespeare i s 
r e l a t e d to t h a t of the Acmeists by means of a concept which Mandelstam 
sees them to share, a concept demanded on a p r a c t i c a l l e v e l by s o c i e t y 
i t s e l f - one of moral s t r e n g t h to c o n t r a s t w i t h the 'nichegochestvo' 
of the Symbolists: '... H O B U H BKyc, MyacecTBeHHaH Bonn K noasHH H 
nosTHKe, B i j e H T p e K O T O P O H C T O H T MejioBeK ...' ('0 p r i r o d e s l o v a ' , 
I I , p. 257). An example of such firmness a p p e a r s i n Mandelstam's own 
verse i n a poem from 1914: ' I l y c T b HMeHa U B e T y m t i x ropopoB' ( I , no. 66), 
i n which he makes i t q u i t e c l e a r t h a t respect f o r the i n d i v i d u a l i s the 
r u l e by which s o c i e t y must be guided. 
A poem r e f l e c t i n g the s t r e n g t h demanded of i t by the c o n d i t i o n of 
s o c i e t y w i l l be a source of s t r e n g t h f o r the contemporary reader, but 
one which i s i n a d d i t i o n composed i n the l i g h t of 'redkostnye 
predchuvstviya' i s f u r t h e r equipped t o reach the reader of any age. 
Just a s a s a i l o r ' s f i n a l message e v e n t u a l l y d r i f t s i n a b o t t l e to i t s 
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'tainstvermyy adresat', so does the poetry of Baratynsky 'come home1 
t o Mandelstam, and t h a t of Francois V i l l o n reach him w i t h a 'zhivuyu 
p r e l e s t " ('.0 sobesednike', I I , pp. 234-235). I n '0 pr.irode slova* i t 
i s e vident t h a t the poet's heightened s e n s i t i v i t y towards h i s c u l t u r a l 
h e r i t a g e plays an e s s e n t i a l p a r t i n ensuring the s u r v i v a l of the poem: 
the f r a i l boat of the poem i s enriched and p r o t e c t e d , i n the case of 
Acmeism, by the f a c t t h a t the Acmeist 'wind' has revealed once more 
the works of Rabelais, Shakespeare and Racine ( I I , p. 248). There 
can be l i t t l e doubt t h a t Mandelstam h i m s e l f found i n h i s c u l t u r a l 
awareness a source of great s t r e n g t h : 'Bee pjix J K H 3 H H n p n n a c e H O , 
raroero He 3 a 6 b i r o B S T O H naflbe' ('0 p r i r o d e s i o va', I I , p. 259). This 
was t o be p a r t i c u l a r l y so i n the years of e x i l e i n Voronezh, and the 
correspondence i n t h i s respect between Mandelstam and Goethe i s 
unmistakable, as can be seen from Mandelstam's 'Yunost' Gete': 
IlycTb o6paaw H X ( i . e . n p e i c p a c i i b i x H C K Y C C T B ) s ane^aTJ ie ioTCH 
B MoeM co3HaHHH: H cyMew H X c d e p e^b arm raxoro, 
cocpefiOTOtieHHoro HacjiaEfleHHH. ( I I I 9 p. 78) 
Mandelstara p r i z e d a continuous c u l t u r e i n which a f f i n i t i e s e x i s t e d 
between the works of a r t i s t s from d i f f e r e n t epochs. Thus i t i s t h a t 
the nature of the a r t i s t i c a l l u s i o n s which Mandelstam makes i n h i s 
poetry and prose can p l a y a most important p a r t i n both a f u l l e r 
understanding of h i s work and also i n an a p p r e c i a t i o n of h i s 
a t t i t u d e s and s t a t e of mind a t the time o f composition. I t i s s u r e l y 
such an i n t e r p r e t i v e approach to these a l l u s i o n s , or 'subtexts' as 
they have been c a l l e d , which can be of most b e n e f i t , and not simply 
t h e i r d iscovery, the importance of which K i r i l Taranovsky has 
emphasised a t some l e n g t h i n h i s recent Essays on Mandelstam: 'To 
rev e a l a l l h i s l i t e r a r y subtexts i s the fundamental problem which 
2 A 
stands before the i n v e s t i g a t o r s of h i s p o e t r y ' . Apart from the f a c t 
t h a t l i t e r a t u r e was not the only a r t form o f which Mandelstam was 
aware, a c o n t r a s t between t h i s approach t o h i s work and t h a t p o e t i c 
s e n s i t i v i t y which Mandelstam himself described i s q u i t e apparent: 
'Tbi c x B a T b m a e m b na n e T y , T M MVBCTBHTeneH K HaMeicaM ..„' (Razgovor o 
Dante, I I , p. 367). 'Subtext' i s perhaps not a word of which 
Mandelstam would have e n t i r e l y approved. The r e l a t i o n s h i p of the 
a r t i s t i c h e r i t a g e t o Mandelstam's own work was, r a t h e r , a matter o f 
' h i n t s ' and 'as s o c i a t i o n s ' ( I I , p. 367), an a c t i v i t y c h a r a c t e r i s e d by 
i t s freedom and spontaneity. 
These q u a l i t i e s were indeed the c h i e f p r i n c i p l e s of a r t i s t i c 
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c r e a t i v i t y a s revealed i n the poetry and c r i t i c a l a r t i c l e s before the 
p e r i o d of s i l e n c e . T h e recession of these p r i n c i p l e s and the approach 
of a n x i e t y can be discerned i n the work before the p o e t i c s i l e n c e i n 
the r e f l e c t i o n s of Mandelstam ' s c o n d i t i o n as a poet. I n the T r i s t i a 
c o l l e c t i o n , the theme of the ' l o s t ' p o e t i c word begins t o appear i n 
the p o e t r y of 1 9 2 0 : ' J I C J I O B O n o s a o b i i i , * I T O H X O T & J I C K a 3 a T b ' ( I , no. 1 1 3 ) . 
By 1 9 2 2 , two elements c h a r a c t e r i s t i c of Mandelstam's d i s c u s s i o n of 
p o e t i c composition - the a i r which the poet breathes, and the v i t a l 
sound of poetry which he must grasp - are depicted as being overtaken 
by disease and e r o s i o n : 
Si flbnnan 3Be3p; Mj i e^Hbix T p y x o i i 
K O O T Y H O M npocTpancTBa flbmian. ( I , no. 1 3 2 ) 
) K H 3 H B ce6« nepet-joraeT, 
I I o H e M H o r y TaeT 3 B V K . ( I , no. 1 2 9 ) 
A change i n the r o l e of the poet i s observed: i t i s no longer t h a t of 
the craftsman d e l i g h t i n g i n h i s work - the c o n f i d e n t 'zvuk' i s 
replaced by the h o l l o w and ominous 'zvon' ( I , nos. 1 3 1 , 1 3 2 ) - b u t 
t h a t of one c a r r y i n g out a d i f f i c u l t and dangerous tas k . I n t h e s i x t h 
and seventh stanzas of 'G r i f e l ' n a y a oda' ( I , no. 1 3 7 ) the elements and 
process of p o e t i c composition are depicted i n images i n d i c a t i v e of 
v i o l e n c e : 
T B O H J I H , n a M H T b , r c j i o c a 
y ^ H T e j I B C T B y i O T , HO^ Ib JIOMaH , 
B p o c a K r p n i e n H n e c a M , 
H3 nTOTLHX KJH0BOB B b l p b l B a H ? . . 
MeHHK) myM n a nercbe C T p e n , 
MeHHio c r p o f t Ha C T p e n e T rHeBHbtH. ( I , no. 1 3 7 ) 
I n the a r t i c l e 'Slovo i k u l ' t u r a ' the poet's mission i s l i k e n e d t o 
t h a t of Joshua, son of Nun, who l e d h i s people t o the promised l a n d . 
The aim here i s s t i l l , as i t was i n ' B O T napoHOCHu;a, K S K c o j i i m e 
sonoToe' ( I , no. 1 1 7 ) , t o h a l t the f l o w of time, b ut now the h o s t i l e 
nature of time renders the p o e t i c task as p e r i l o u s as t h a t of Joshua's 
conquest of Canaan: 
Ho e c T b He^TO 6ojiee r o j i o f l n o e : BpeMH. BpeMH x o ^ e T nojKpaTB 
r o c y f l a p c T B O . . . K T O noAHHMeT C J I O B O H noxaaceT e r o B p e M e H H , 
K3K CBHmeHHHK eEXapHCTHK) - 6 y f l e T BTOpbM HHCyCOM HaBHHOM. 
('Slovo i k u l ' t u r a ' , I I , pp. 2 2 5 - 2 2 6 ) 
L i k e Joshua the poet i s nevertheless q u i t e convinced of the urgency 
and n e c e s s i t y of h i s task, whatever pain i t may cause him: 
y3JIOBaTbIX AHeH KOJieHa 
HyjKHO (jxneHTOio c B H 3 a r b . ( I , no. 1 3 5 ) 
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Kaxan Gojib - ncicaTb no'f epHHHoe CTIOBO. . . 
H C H3BeCTbK> B K p O B K , ftJIfl IUieMeHH MyKOVO 
Ho^Hbie TpaBH coSnpaTb. ( I , no. 1 4 0 ) 
This r e p r e s e n t a t i o n of the dangers i n h e r e n t i n the poet's task gives 
way i n the f i n a l poems w r i t t e n before the p o e t i c s i l e n c e t o the 
statement t h a t the onset of the s i l e n c e i s a t hand. This i s e s p e c i a l l y 
t r u e of the poem ' f l 6yny MeTaT&ca no Ta6opy V J I H U H T C M H O H ' ( I , no. 1 4 4 ) . 
This poem of 1 9 2 5 has q u i t e a s i g n i f i c a n t p o s i t i o n , since w i t h i t 
Mandelstam closed the l a s t volume of po e t r y ever t o be brought out i n 
h i s l i f e t i m e . The basis of the poem i s Mandelstam'c sense of d u a l i t y , 
of discordance, a sense which e x i s t e d on two counts. There was the 
d u a l i t y occasioned by h i s awareness of being a pcet out of step w i t h 
the times, and t h a t caused by h i s awareness of the f a l s i t y o f h i s 
r e l a t i o n s h i p w i t h Ol'ga Vaksel', a r e l a t i o n s h i p which almost wrecked 
h i s marriage (N.Ya. I I , pp. 2 3 5 - 2 4 . 6 ) . The poem i s set ag a i n s t a back-
ground of f a l s i t y - the 'kolyuchaya nepravda 1 of the l a s t stanza. The 
second stanza p o i n t s c l e a r l y to the s t r u g g l e which Mandalstam was 
experiencing i n the c r e a t i v e process: 
R T O J I B K O 3anoMHnji KamTaHOBbix npHflefi ocemcH, 
IlpHflblMJieHHilX TOpeHbK), HeT - C MVp3BbJIHOH KKCJIHHKOH; 
O T H H X Ha ry6ax ocTaeTCH HHTapHan cyxocrb. ( I , no. 1 4 4 ) 
A s t r a y l o c k of Ol'ga's h a i r i s caught i n the s u n l i g h t ; the a s s o c i a t i o n 
of ideas of the sun's heat, the coppery colour of the h a i r , the f a c t 
t h a t i t has f a l l e n out o f place, lead t o a p i c t u r e of a gun which has 
m i s f i r e d . This image i s c a r r i e d i n t o the second l i n e i n the smoke 
from the gunshot which symbolises h i s g u i l t and g r i e f . The dryness 
and b i t t e r n e s s on h i s l i p s are e v i d e n t l y the e f f e c t of having k i s s e d 
her h a i r : t h i s i s the dryness and b i t t e r n e s s of amber which represents 
the d i f f i c u l t y Mandelstam was encountering i n composing p o e t r y . For 
Mandelstam the l i p s and mouth were e s s e n t i a l instruments i n the p o e t i c 
process. I n h i s poems t o Akhmatova he concentrated upon her 
p r o n u n c i a t i o n , the movement of her face and l i p s ( I , nos. 9 7 , 1 8 5 ) . 
He describes h i s own p o e t r y , i n which so much p h y s i c a l movement was 
in v o l v e d (N.Ya. I , pp. 1 9 2 - 1 9 7 ) , as 'shevelen'e e t i k h gub' ( I , no. 1 2 9 ) . 
I n the 1 9 2 5 poem h i s l i p s are touched w i t h a sensation of f e v e r i s h 
dryness. This i s i n accordance w i t h the f e v e r i s h movement i m p l i e d by 
the verb 'metat'sya' i n the f i r s t stanza, and i s also a c u l m i n a t i o n of 
the a l l u s i o n s to the d e t e r i o r a t i o n i n the poet's p h y s i c a l c o n d i t i o n i n 
the p o e t r y of the e a r l y twenties ( i n 'X O J I O A O K meico*ieT T B M H ' I , no. 1 2 9 , 
f o r example, where the poet's blood runs t h i n ) . Moreover the sensation 
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of dryness becomes unpleasantly t a n g i b l e , f o r i t i s equated w i t h f o r m i c 
a c i d . This i s a substance derived from the s t i n g of the ant and used 
as a p r e s e r v i n g f l u i d - thus there i s perhaps through t h i s image an 
a l l u s i o n to the s t a t e of i n e r t i a which Mandelstam f e l t to be encroach-
i n g onto h i s p o e t i c l i f e . 
The poem preceding 'H 6yny MeTai-bcn no Ta6opy ynnubi T C M H O H ' also 
c l e a r l y betokens the onset of the p o e t i c s i l e n c e . The s e t t i n g of t h i s 
poem - ' C e r o R H H H O H B I O , He conry' ( I , no. 1A3) i s once more h o s t i l e . 
The atmosphere i s one o f a d i s t i n c t l y s upernatural 'uncleanness', i n 
which the image of s a l t plays a prominent p a r t . I n the f i r s t stanza i t 
i s present i n one of i t s t r a d i t i o n a l r o l e s (compare I , pp. 471-472) -
t h a t of warding o f f e v i l s p i r i t s . Yet i t does not seem, to be f u l f i l l -
i n g t h i s f u n c t i o n , f o r a f r i g h t e n i n g metamorphosis takes place and 
things are no longer what they seem. Thus i n the t h i r d stanza even 
those t r a d i t i o n a l symbols of h o s p i t a l i t y , s a l t and bread, assume 
th r e a t e n i n g forms: there i s a k n i f e i n the s a l t c e l l a r and the l o a f i s 
transformed i n t o a hedgehog. The sharpness i m p l i e d by the images of 
the k n i f e and the hedgehog a l i g n s the atmosphere very c l o s e l y w i t h the 
'kolyuchaya nepravda' of no. 144. I n ' C e r o f l H H no^bio, He conry', 
however, the p o e t i c s i l e n c e i s i n d i c a t e d i n the sense of the second 
aspect of Mandelstam's concern w i t h an a r t i s t i c work, namely i t s 
r e l a t i o n s h i p to the a r t of other epochs and c o u n t r i e s . The key l i n e 
i n t h i s respect i s ' T o r o , *r ro 6HJIO, He BepHemb' f o r i t demonstrates 
how close the p e r i o d of s i l e n c e w a s : t h i s l i n e c o n t r a d i c t s those 
cherished tenets which c h a r a c t e r i s e Mandelstam's treatment of the 
mutual r e l a t i o n s h i p of works of a r t . I n the poem T r i s t i a and i n the 
a r t i c l e 'Slovo i k u l ' t u r a ' Mandelstam speaks w i t h confidence of 
r e p e t i t i o n i n l i f e and a r t : 'Bee 6MJIO BCTapb, Bee noBT O P H T C H cHosa' 
( I , no. 104), '... rjiy6oKa« paflocrb noBTopem-in' ( I I , p. 225). I n the 
1925 poem, however, the idea of r e p e t i t i o n i s negated: 'Toro, HTO 
6bino, He BepHemb' ( I , no. 143). 
I n a d d i t i o n to such a l l u s i o n s t o i l l n e s s , i n e r t i a , and a break i n 
c o n t i n u i t y , Mandelstarn's a r t i c l e s of the e a r l y twenties begin t o 
s p e a k of the advent of a f r i g h t e n i n g l y monumental s o c i a l s t r u c t u r e . 
This s t r u c t u r e stands i n sharp c o n t r a s t t o Hellenism since i t d i s -
regards the i n d i v i d u a l and threatens the H e l l e n i s t i c concept of 'home' 
('Gumanizm i sovremennost 1, I I , pp. 352-354). Mandelstam l i k e n s t h i s 
new ' s o c i a l a r c h i t e c t u r e ' t o the m o n o l i t h i c c i v i l i s a t i o n s o f Babylon, 
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A s s y r i a and Egypt ('Gumauizm i sovremennost'', I I , p. 352) which, 
crushed the i n d i v i d u a l . Related by i t s monumental nature to these 
ancient c i v i l i s a t i o n s and t o the " s o c i a l a r c h i t e c t u r e ' i s an 
i n f l u e n c e x^hich Mandelstam names 'Buddhism'. This i s mentioned i n 
T u s h k i n i Skryabin' ( I I , p. 314) and i t i s most f u l l y discussed i n 
'Devyatnadtsatyy vek'. I n the l a t t e r i t i s described as a f o r c e which 
leads t o s t a g n a t i o n i n a r t i s t i c and mental a c t i v i t y ( I I , pp. 280-282). 
The approach of such monumental forces menaces the poet's a b i l i t y t o 
continue the c u l t u r e which he p r i z e s . 
The p e r i o d of s i l e n c e was the c u l m i n a t i o n of Mandelstam's l a c k of 
confidence i n v a r i o u s spheres. As h i s confidence i n the nature of h i s 
p o s i t i o n i n s o c i e t y began to ebb, so too d i d h i s confidence i n h i s 
r o l e as a poet, i n h i s task of c o n t i n u i n g the 'blazhennoe nasledstvo' 
( I , no. 67) of h i s a r t i s t i c predecessors. 
I n October 1930 Mandelstam's p o e t i c voice was r e s t o r e d and h i s 
confidence was once more i n t a c t . I n the 'Novye s t i k h i ' which began t o 
appear a r t i s t i c c r e a t i o n i s once more an important theme and 
Mandelstam's personal s i t u a t i o n i s r e f l e c t e d i n these poems as being 
q u i t e inseparable from h i s c a l l i n g as a poet. I n the 'Convict' or 
'Wolf cycle of the 'Novye s t i k h i ' (N.Ya. I , pp. 2 0 1 - 202) 2 5 there are 
many images r e l a t i n g t o the labour camps of S i b e r i a and i t i s c l e a r 
t h a t Mandelstam, completely recovered from h i s confusion, now f u l l y 
and even eagerly accepts h i s s i t u a t i o n w i t h a l l i t s dangers } c o n f i d e n t 
t h a t h i s poetry w i l l be preserved and valued. I n the poem 'Coxpaim MOK> 
pe^b HaBcerfla sa npHBKyc nec^acTbH H nb iMa ' ( I , no. 235) Mandelstam 
goes so f a r as t o equate h i s work w i t h t h a t of a c o n v i c t . I t i s 
composed not of f r a g i l e n o t i o n s , but of s o l i d m a t e r i a l , the back-
breaking t o i l and unending endurance which are p a r t of a c o n v i c t ' s 
l i f e : '3a CMony K p y r o B o r o TepneHbH, 3 a coBecTHiiii neroTb T p y n a ' . I t i s 
humbling t o note t h a t once Mandelstam's confidence had been r e s t o r e d , 
the approach of danger merely served to strengthen i t - i n the 
Voronezh poems he was to c l a i m t h a t no-one and n o t h i n g could h a l t the 
movement of h i s p o e t i c l i p s ( I , no. 307). 
26 
I n some of the poems of the second book of the 'Novye s t i k h i ' 
Mandelstam turned h i s a t t e n t i o n d i r e c t l y again t o the process of 
composition. I n the 'Vosmistishiya' ( I , nos. 275-285) he d e p i c t s a 
poem t a k i n g shape i n terms of wind f i l l i n g a s a i l : the b r e a t h of 
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i n s p i r a t i o n gives shape to h i s formless m u t t c r i n g s , j u s t as the wind 
gives shape t o a s a i l which i s then c h a r a c t e r i s e d by i t s grace and 
movement ( I , nos. 275, 276). He also describes p o e t r y a s e x i s t i n g 
before i t i s composed: 'EbiTfe MoaceT, npexne ry6 yate poflnnc;i raonoT* 
( I , no. 281) a c o n t i n u a t i o n of the idea of p o t e n t i a l which goes t o form 
p o e t r y , f i r s t expressed i n the image of the b u i l d e r ' s stone i n 'Utro 
akmeizma': ' K a M e H b x a x 6M Bosaca2Kn;aji HHoro 6 H T H H . O H caM o6Hapysnji 
CKpblTyK) B HeM nOTeHUHajIbHO CnOC06HOCTb RHHaMHKH...' ( I I , p. 322). 
There i s a renewed d e l i g h t i n the work of others i n the verse 
which f o l l o w e d the s i l e n c e . I n the poems of 1931-1933 p a i n t e r s , 
musicians and - of course - mainly poets, are prominent ( I , nos. 259-
264, 266-269). Here again, the manner i n which Mandelstam addresses 
these a r t i s t s has a c o m f o r t i n g l y domestic tone: ' C H R B flepacaBHH, 
pa3BajracH .../Haft H3biKosy SyTbuixy/H noflBHHb eMy 6oKaji ...' ( I , no. 262). 
Although d e l i g h t i n g i n the work of o t h e r s , Mandelstam c l e a r l y f e l t 
t h a t there was a c e r t a i n c o n t r a d i c t i o n i n h i s f a s c i n a t i o n w i t h non-
Russian p o e t r y . I n the poem 'K nemetskoy r e c h i ' ( I , no. 266) the image 
of the moth f l y i n g towards a flame conveys t h i s c o n t r a d i c t i o n and at 
the same time the i n e v i t a b i l i t y of Mandelstam's a t t r a c t i o n t o ' a l i e n ' 
languages. The ' A r i o s t o ' poems ( I , nos. 267-269), w r i t t e n i n the 
s p r i n g of 1933 (Mandelstam had been reading I t a l i a n p o e t r y i n the 
s u i t a b l y 'Mediterranean' s e t t i n g of Stary Krym) r e f l e c t h i s l o n g i n g 
f o r I t a l y and h i s d i s q u i e t w i t h h i s l a c k of l o y a l t y t o h i s own 
language: 
H3WK 6eCCMbICJieHHbIH, H3bQC COJieHO-CJiaffKHH 
H 3ByxoB CTaKHyTbix npejiecTHbie D,3oft^aTKH, 
Bowcb pacxpuTb H O X O M flByxcTBop^aTbtH KeMnyr. ( I , no. 267) 
S i g n i f i c a n t l y , t h i s uneasiness i s resolved i n a prose work, the 
Razgovor o Dante, the l a s t , longest and most ima g i n a t i v e of Mandelstam's 
c r i t i c a l essays. The work celebrates Mandelstam's deep a d m i r a t i o n f o r 
and sympathy w i t h Dante, whom he considered, perhaps m i s t a k e n l y , t o be 
a 'raznochinets' l i k e h i m s e l f . At the same time, however, the 
Razgovor o Dante provides considerable i n s i g h t i n t o Mandelstam's own 
p o e t i c method. I t i s here t h a t the r e s o l u t i o n of Mandelstam's 
d i s q u i e t l i e s : the work of the I t a l i a n poet i s not simply a form of 
treacherous pleasure, but a source of f r u i t f u l communication between 
two a r t i s t s of d i f f e r e n t epochs. When Mandelstam describes the 
P u r g a t o r i o i n terms of walking and b r e a t h i n g ( I I , p. 367), or I t a l i a n 
phonetics i n terms of the movement of the l i p s and f a c i a l muscles 
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( I I , pp. 400, 401), he i s examining and a f f i r m i n g h i s own p o e t i c 
method. The ' i n t e r l o c u t o r ' w i t h whom the 'razgovor' was h e l d was i n 
a l l p r o b a b i l i t y Andrey Bely (N.Ya. I , p. 162), whose death i n 
January 1934 was t o i n s p i r e the l a s t group of poems before the 
Voronezh e x i l e . Here the death of a f e l l o w a r t i s t leads Mandelstam 
t o t h i n k of h i s own death, and the poems are n o t o n l y a requiem f o r 
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Bely, b u t 'moy rekviem' also 
The p o e t r y and the c r i t i c a l a r t i c l e s , then, are concerned w i t h 
a r t i s t i c c r e a t i o n , and where they deal w i t h Mandelstam h i m s e l f , i t i s 
i n terms of h i s c a l l i n g as a poet, as p a r t of a c u l t u r a l h e r i t a g e . 
I n these works the d e c l i n e towards the p o e t i c s i l e n c e and the recovery 
from t h a t s i l e n c e can c l e a r l y be t r a c e d . 
( i i i ) The nature of Mandelstarn's c r e a t i v e prose 
The emphasis i n the c r e a t i v e prose i s r a t h e r d i f f e r e n t , f o r 
t h i s work i s more d i r e c t l y a u t o b i o g r a p h i c a l , and includes m a t e r i a l 
of a f a r more t r i v i a l nature i n i t s d e p i c t i o n of the n a t u r a l scene. 
However, a concern w i t h a r t i s t i c c r e a t i v i t y i s s t i l l v ery much 
c h a r a c t e r i s t i c here, although i t i s expressed f a r less d i r e c t l y than 
i n the verse and the c r i t i c a l a r t i c l e s . 
I t i s i n t e r e s t i n g t o note t h a t the c r e a t i v e prose i s spread over 
a f a r s h o r t e r p e r i o d than e i t h e r the c r i t i c a l a r t i c l e s or the verse. 
I t covers only eleven years, from 1922-1933. I t i s s i g n i f i c a n t t h a t 
Mandelstam should have chosen prose as the v e h i c l e f o r h i s c r e a t i v e 
work a t t h i s t i m e . As Nadezhda Yakovlevna e x p l a i n s , t h i s was a 
p e r i o d when there was a d i s t i n c t preference f o r prose, when i t was 
considered to be much su p e r i o r t o p o e t r y (N.Ya. I I , pp. 211, 386). 
Thus the d e c i s i o n t o w r i t e i n prose was very much i n the s p i r i t o f 
the times, and was perhaps ,an e f f o r t t o communicate more d i r e c t l y w i t h 
an age so a n t i p a t h e t i c t o verse. 
(a) E a r l y pieces 
The c r e a t i v e prose may be d i v i d e d i n t o two s e c t i o n s : the s h o r t 
a u t o b i o g r a p h i c a l reminiscences, 'Batum', 'Sukharyovka', 'Kholodnoe 
l e t o ' , 'Men'sheviki v G r u z i i ' , 'Vozvrashchenie' and 'Kiev'; and the 
longer prose works, Shum vremeni, Egipetskaya marka, 'Chetvyortaya 
proza', and Puteshestvie v Armeniyu. A c h r o n o l o g i c a l survey of the 
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reminiscences and the longer prose works w i l l a s s i s t i n determining 
the general trends i n Mandelstam's c r e a t i v e prose. 
C h r o n o l o g i c a l l y , Egipetskaya marka appeared roughly a t the mid-
p o i n t of Mandelstam's p e r i o d of c r e a t i v e prose w r i t i n g . Of the works 
w r i t t e n i n the f i r s t p a r t of t h a t p e r i o d two have not s u r v i v e d , but 
t h e i r existence i s recorded i n Nadezhda Yakovlevna's memoirs. The 
f i r s t , 'Shuba', w a s p r i n t e d i n a Kharkov newspaper i n 1922, b u t both 
the newspaper and the f i r s t and second (expanded) ve r s i o n s of the 
s t o r y have been l o s t (N.Ya. I I , p. 214). Nadezhda Yakovlevna 
describes the moth-eaten coat which i n s p i r e d t h i s sketch (N.Ya. I I , 
p. 8 7 ) , and Professor Brown r e f e r s t o i t as a 'memoir of the l i t e r a r y 
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l i f e i n Petersburg' . Perhaps there i s an echo of t h i s f i r s t s t o r y 
i n Shum vremeni, i n the s e c t i o n 'V ne po chinu barstvennoy shube' 
( I I , pp. 102-108), where Mandelstam d e p i c t s ' l i t e r a r y s p i t e ' , and 
a t t r i b u t e s to the f u r coat a s o c i a l s t a t u s i n which a 'raznochinets' 
such as he had no p a r t . 
Mandelstam's second piece of c r e a t i v e prose t o be l o s t was an 
u n f i n i s h e d work. I t was connected w i t h a b e a u t i f u l and much coveted 
carpet which the Mandelstarns acquired w h i l e l i v i n g i n Moscow, bu t 
which Mandelstam r e t u r n e d t o the carpet s e l l e r s . Nadezhda Yakovlevna 
i n d i c a t e s the impulses behind the ensuing attempted prose p i e c e : 
'KoBep HCHe3 H S Hamef i J K H3H H, a MaH#enbmTaM, T O C K V H , H a j a r i * I T O — r o 
u,apanaTi> Ha 6yMare. 3T O 6bin p a c c i c a 3 o KOBpe B M O C K O B C K O H TpymoGe' 
(N.Ya. I I , p. 215). I t would seem from t h i s i n f o r m a t i o n t h a t the 
prose was i n s p i r e d not only by the gap l e f t i n Mandelstam's l i f e by 
the disappearance o f the c a r p e t , but also by the c o n t r a s t of the 
gorgeous carpet and the slums i n h a b i t e d by the carpet s e l l e r s . At 
the same time, Mandelstam was e v i d e n t l y aware of the c o n t r a s t between 
the carpet as a museum piece, huge and cumbersome, and t h e i r way of 
l i f e . Their nomadic wanderings had t e m p o r a r i l y h a l t e d i n 1922, but 
Mandelstam perhaps sensed t h a t t h e i r stay i n Herzen House, headquarters 
of the W r i t e r s Union, was not t o be of long d u r a t i o n . The episode, of 
the carpet and the u n f i n i s h e d prose piece e v i d e n t l y came back t o him 
when he was w r i t i n g the passage i n Puteshestvie v Armeniyu concerned 
w i t h the Persian m i n i a t u r e : 'OSropenbie KOMepbraocH pyKonHcen 
noxpycTMBaraT, K a x C V X V M C K H H TaCa ic ' ( I I , p. 167). Thus the f i r s t two 
prose pieces have both perhaps l e f t traces i n Mandelstam's l a t e r 
prose and both seem to have a r i s e n from an awareness of c o n t r a s t : the 
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f i r s t from the c o n t r a s t be tween Mandelstam's own shabby f u r coat and 
the h i g h s o c i a l s t a t u s normally associated w i t h the f u r coat; and the 
second from the t o t a l inappropriateness of a b e a u t i f u l work of a r t i n 
the c o n d i t i o n s of the t w e n t i e s . 
(b) 'Kholodnoe l e t o ' and 'Sukharyovka' 
1923 was Mandelstam's most p r o l i f i c year i n terms of c r e a t i v e 
prose composition: f o u r of the s h o r t a u t o b i o g r a p h i c a l pieces and 
Shum vremeni were w r i t t e n i n the summer of t h a t year. The f o u r s h o r t 
pieces a l l have as t h e i r basis Mandelstam's experience of a c e r t a i n 
place a t a c e r t a i n time - two deal w i t h Moscow i n 1923, two w i t h 
Batum i n 1920. The impulse behind a l l f o u r would seem t o be the 
co n t r a s t s and comparisons a r i s i n g between these d i f f e r e n t times and 
places. The u n d e r l y i n g impulse i n 'Kholodnoe l e t o ' and 'Sukharyovka', 
both published i n 'Ogonyok' i n J u l y 1923, i s the c o n t r a s t of an 
a c t u a l and a desired l o c a t i o n . The f i r s t of these d e p i c t s the v e r y 
c o l d summer of 1923; again the f u r coat i s i n evidence, i n a r a t h e r 
h o s t i l e comparison w i t h a harpooned f i s h ( I I , p. 132), as Mandelstam 
pondered how he and h i s w i f e were t o keep warm i n the approaching 
w i n t e r , f o r t h e i r finances could n ot meet the purchase of such 
'dorogie shuby'. The second piece gives an e n e r g e t i c c h a r a c t e r -
i s a t i o n of the Sukharyovka market i n Moscow; the s i g h t of t h i s 
'bazaar' b r i n g s t o Mandelstam's mind bazaars which he had seen not 
too many years p r e v i o u s l y i n the Crimea and Georgia. Both pieces 
have p o s i t i v e aspects i n the d e p i c t i o n of Moscow - Mandelstam's 
a f f e c t i o n a t e d e s c r i p t i o n of the c i t y i n terms of sparrows, h i s 
c h a r a c t e r i s a t i o n of i t as 'web-footed' i n 'Kholodnoe l e t o ' ( I I , p. 130), 
the i ntense a c t i v i t y , the 'zhivaya rech'' of Sukharyovka. On t h e 
othe r hand, they both have t h r e a t e n i n g d e t a i l s . I n 'Kholodnoe l e t o ' 
Mandelstam speaks of a 'smertnaya skuka' ( I I , p. 132) which i s 
dominant i n Moscow and which i s revealed i n the c i t y ' s a r c h i t e c t u r e 
i n a senseless d e s i r e f o r sheer s i z e . There i s an ominous p i c t u r e of 
l i f e on Tverskoy Boulevard, s i t e of Herzen House - a strange bee-
keeper s i t s on a t r e e , endeavouring t o coax a swarm of bees i n t o a 
straw bag. The h o s t i l i t y of t h i s scene i s e s t a b l i s h e d by the f a c t 
t h a t the beekeeper i s s p e c i f i c a l l y from Tverskoy Boulevard and by the . 
close p r o x i m i t y - and consequent a s s o c i a t i o n - of the bees w i t h the 
' . . „ TeMHoft Ky*ie H a p o f l a , crpyf lHBmei iCH nop, nepeBOM ...' ( I I , p. 131). 
This p i c t u r e of the bees, beekeeper and the dark mass of people 
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perhaps suggests the degree of c o n t r o l exercised over u n - t h i n k i n g 
people by those i n charge of Herzen House. Mandelstam's d i s l i k e f o r 
such i n s t i t u t i o n s i s f u r t h e r demonstrated i n the r e l a t e d image of the 
honeycomb, used i n the d e s c r i p t i o n o f the V o s p i t a t e l ' n y y Dom which 
i s e v i d e n t l y of the same order as Herzen House ( I I , p. 131; f o r a 
d i s c u s s i o n of the negative impact of bee imagery, see Chapter Two, 
s e c t i o n ( i ) ) . The unpleasant f e a t u r e s of the Sukharyovka market -
i t s p o t e n t i a l f o r v i o l e n c e ( I I , p. 133) and the depressing monotony 
of i t s tradespeople ( I I , p. 134) - betray a l o n g i n g f o r a d i f f e r e n t 
area. This l o n g i n g i s revealed q u i t e d i r e c t l y i n 'Sukharyovka'; 
H B H f l e n T H ^ U I H C C K H H MaHf laH H ^ e p m i e 6a3apbi Eany. 
P a 3 r o p H ^ e H K L i e , J iyKaBbie , H O B n o f l B H K H o i i H CTpacTHoii 
BHipa3HTenbHocTH B c e r^a t i e n o B e i e c K n e jmija rpy3HHCKnx ... 
( I I , p. 134) 
I n Moscow Mandelstam i s reminded of c e r t a i n f e a t u r e s of the Crimea 
and Georgia, which were both p a r t of h i s 'beloved south' - the area 
which he considered t o be the home of h i s t o r y and of Christendom 
(N.Ya. I I , p. 524). And y e t the Moscow feat u r e s bear no comparison 
w i t h the i d e a l i s e d ones of the south. The r a t h e r f r i g h t e n i n g bazaar 
of 'Sukharyovka 1 and the c o l d c l i m a t e of 'Kholodnoe l e t o ' c o n t r a s t 
w i t h b o t h the c l i m a t e of the south and the warm nature of i t s people. 
The r a r e 'southern' d e t a i l s which appear i n the l a t t e r prose work 
('nastoyashchiy i t a l ' y a n s k i y dvor', 'grechanka k r a s o t y neopisuemoy', 
I I , p. 130) have a negative aspect because of t h e i r close p r o x i m i t y 
to the 'zanoza v l a z u r i ' - t h i s i s the ominous image of the 
aeroplane, a f e a t u r e very much c h a r a c t e r i s t i c of h i s p o e t r y of the 
same p e r i o d (compare I , nos. 133, 139). 
(c) 'Men'sheviki v G r u z i i ' , 'Vozvrashchenie', 'Batum' 
One month a f t e r the appearance o f these prose pieces, w i t h 
t h e i r l a t e n t l o n g i n g f o r the south, 'Men'sheviki v G r u z i i ' Teas 
p r i n t e d i n Ogonyok. Here the s e t t i n g of the p i e c e , t h a t of the 
'Rodina I f i g e n i i ' ( I I , p. 197), provides the l i n k w i t h the two Moscow 
pieces. This sketch and the u n f i n i s h e d 'Vozvrashchenie', which was 
perhaps the f i r s t v e r s i o n of 'Men'sheviki v G r u z i i ' , are the f i r s t i n 
which Mandelstam adopts a r e t r o s p e c t i v e a t t i t u d e : they give a view of 
h i s experiences i n the south d u r i n g the C i v i l War p e r i o d . 
Mandelstam t r e a t s h i s a r r e s t by the Mensheviks i n Batum on the 
s u s p i c i o n of being a Bolshevik agent, and also a l l u d e s t o h i s e a r l i e r 
s p e l l i n p r i s o n i n the Crimea. The treatment i s l a c o n i c , w i t h an 
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almost comic emphasis on the r i d i c u l o u s p r o t o c o l e s t a b l i s h e d a t 
t h a t time: 
Bee paBHO. y Hac Taicoii nopaflOK. KasKftMH eneT T y ^ a , 
OTKyfla O H npHexarx. 
('Men'sheviki v C-ruzii', I I , p. 198) 
... saSeranH, saicyAaxf ann, 3anonoTann mopp 
HenpHHTHOH HapyjKHOCTH. 
('Vozvrashchenie, I I I , p. 22) 
Elements of t h r e a t l u r k close beneath the s u r f a c e , p a r t i c u l a r l y i n 
the l a t t e r , which i s a d e s c r i p t i o n of the o f f i c i a l s a t whose mercy 
Mandelstam found h i m s e l f . The nightmarish characters described b r i n g 
29 
t o mind those of Tatyana's dream i n Pushkin's Evgeny Gnegin , and 
also those t o appear l a t e r i n Mandelstam's f a t e f u l poem ' M M saraeM, 
non. co6oro He qyn CTpaHw' ( I , no. 286, s t . 5, 6 ) . This was indeed a 
n i g h t m a r i s h time i n Batum, and the precarious p o s i t i o n of one 
a r r e s t e d d u r i n g t h i s p e r i o d of a r b i t r a r y v i o l e n c e i s conveyed i n the 
comparison w i t h a henhouse ( I I , p. 198) of the place t o which the 
detainees were taken. The unnerving a u t o b i o g r a p h i c a l experiences 
which Mandelstam d e p i c t s do not a f f e c t h i s basic a t t r a c t i o n to the 
'yuzhnyy kr a y ' , although he i s deeply d i s t u r b e d by the l a c k of 
respect being shown towards i t . This i s t r u e also of the 1922 sketch 
'Batum', where one senses - through the w e l t e r of d e t a i l concerned 
w i t h the dubious s p e c u l a t i o n p r a c t i s e d there by f o r e i g n e r s -
Mandelstam's respect f o r the indigenous t r a d i t i o n s . He speaks o f the 
'blagoobrazie i k u l ' t u r a 1 of the Batumian t r a d i n g houses, o f the 
s o c i a l nature of t h e i r t r a d e : '... B npHBbraicax Topryiomero Boc-roica 
lyBCTByemb yBaaceHHe K wenoBeKy ...' ( I l l , p. 15). 'Batum' d i f f e r s 
from 'Men'sheviki v G r u z i i ' and 'Vozvrashchenie' i n not being 
r e t r o s p e c t i v e : the Mandelstarns had been i n Batum a t the end of 1921, 
and the sketch c h a r a c t e r i s i n g the c i t y appeared i n Sovetskiy yug i n 
January 1922. The impulse behind the r e t r o s p e c t i v e sketches, i n 
which Mandelstam chose to d e p i c t some of the most tr a u m a t i c 
experiences of h i s southern wanderings, was perhaps h i s general 
uneasiness i n 1923. Perhaps he feared t h a t he could see i n Moscow 
l i f e a r e f l e c t i o n o f those p r a c t i c e s - the r i d i c u l o u s bureaucracy 
and a r b i t r a r y j u s t i c e - which he had witnessed d u r i n g the C i v i l War. 
This uneasiness i s concerned not only w i t h general circumstances; 
there i s also a r e f l e c t i o n i n these sketches of Mandelstam's 
uneasiness i n r e l a t i o n to the p o s i t i o n of a r t . For example, i n 
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'Kholodnoe leto' he depicts the Moscow architecture as a 
' ... HaKoruieHHe pasMepos, jmnieHHHX BonH^bH ... onapofi sTajKeft' ( I I , 
pp. 131-132); i n t h i s obsession with s i z e , i r r e s p e c t i v e of form, i s an 
embodiment i n a r t i s t i c terms of the 'Buddhist' tendencies which 
Mandelstam had anxiously described as prevai l i n g i n the structure of 
society i n the a r t i c l e 'Gumanizm i sovremennost'': '... MOHyMenTajitnocTb 
diopM HaflBHraromeHCfi coinianbHOii apxHTeKTypm' ( I I , p. 352). I n 'Buddhist' 
Moscow, as Mandelstam was l a t e r to ch r i s t e n i t on h i s return there 
from Armenia ( I , no. 237), trading, which achieved an almost a r t i s t i c 
status because of i t s 'blagoobrazie i kul'tura' i n the 'Mediterranean' 
world, i s transformed into vicious a c t i v i t y . At the same time, 
however, i t i s c l e a r that Mandelstam i s uneasy about the s i t u a t i o n of 
the south i t s e l f . The true home of culture suffers from the violence 
of modern man, i n a more d i r e c t l y h o s t i l e way than does the Moscow 
scene: 'PoflHHa H$HreHHn H3HeMorjia nofl cojiflaTCKoft IIHTOH' 
('Men'sheviki v G r u z i i * , I I , p. 197). The culture which i t can offer 
i s ignored in favour of thoroughly a r t i f i c i a l pastimes? 
ECTB B BaTyne H noarbi, H3bicK3HHeH KOTopwx TpyAHo ce6e 
npeflCTaBHTb. TopoA nocroHHHO nofiBepraeTcsi HajisTaM 
3ae3>KHx mapjiaTaHOB - 'npoifceccopoB' H 'JICKTOPOB'. 
('Batum', I I I , p. 18) 
Mandelstam's creative prose up to t h i s point did not meet 
e n t i r e l y with e d i t o r i a l approval. For instance, a phrase i n 
'Sukharyovka' i n which Mandelstam compared the trampling of the earth 
to the trampling of'one's own mother' was deleted as offensive to 
the Soviet c i t i z e n (N.Ya. I I , pp. 215-216). When the 'Batum' piece 
was reprinted i n 'Pravda' i n February 1922 i t was cut by almost h a l f 
(see I I I , p. 352), being purged of a l l offensive references to 
Batum's speculative practices and to the thoroughly co l o n i a l s p i r i t 
which Mandelstam saw to be dominant i n i t . 
(d) Shum vremeni and 'Feodosiya' 
The bulk of Shum vremeni was written when the Maudelstarns were 
taking a holiday i n the Crimea, which they managed to do by staying 
at the TSEKUBU rest-home i n Gaspra. This work dif f e r e d r a d i c a l l y 
from the expectations of Lezhnev, the editor who had commissioned 
the work and i t was rejected: 
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CTpamHaH KaraiTenB Gbina c "UlyMOM BpeMeHu" ... JlexHeB 
... npoiHTHB, noiyBCTBOBaxt caMoe roptKoe pa30*iapoBaHHe 
... HCTOpHK neTepGyprcKor'o ManbTOKa noica3anacb eMy 
npecHoii. (N.Ya. I I , p. 380) 
F i n a l l y published i n 1925 by Georgy Blok, Shum vremeni develops the 
technique of retrospection seen i n embryo i n the e a r l i e r sketches. 
Here Mandelstani considers the present i n terms of past experience. 
The impulse behind t h i s work (as i s amply explained by Nadezhda 
Yakovlevna) i s the search for the answer ce n t r a l to h i s poetry at 
that time: 1 ... o-ricyna B3JCiacb oT^yxtfleHHocTb OT Teicymero BpeMeHH* 
(N.Ya I I , p. 482). The work provides fascinating glimpses into the 
world of Mandelstam's childhood, into the various influences on h i s 
early l i f e : the c o n f l i c t i n g Judaic and Russian backgrounds, h i s f i r s t 
encounter with representatives of revolution, and h i s reaction to 
them. I n terms of a r t , the work firmly establishes Mandelstam's love 
for music ('Muzyka v Pavlovske', 'Khaos iudeyskiy', 'Kontserty 
Gofmana i Kubelika') and the chapter 'Knizhnyy shkap' ( I I , pp. 56-61) 
gives h i s amazingly pertinent childhood views of l i t e r a t u r e . Quite 
d e l i g h t f u l i s Mandelstam's characterisation of Turgenev, although i t 
does s t r i k e the disturbing note of Mandelstam's ear l y presentiments 
of a changing society and a d i f f i c u l t l i f e : 
TypreneB 6bm B e e t paspenieHHbiH H OTRPHTMH C Baflerr-BaAeHOM 
... H JieHHBblMH pa3TOBOpaMH. Ho H 3Han, 1TO TaKOH 
cnoKOHHOH 3KH3HK, KaK y TypreHeBa, y s e HeT H Hnrfle He 
6biBaeT. v 5 9 ) 
The 'heavy' Dostoevsky, on the other hand, was s t r i c t l y not for a 
young boy: 'Ha flocToeBCKOM Jiewan 3anpeT, Bpon;e Haflrpo6HOH raiHTbi 
( I I , p. 59). Perhaps there i s an indication here of the reasons for 
Mandelstam's cautious approach to Dostoevsky i n l a t e r years (N.Ya. I I , 
p. 319) and, more importantly, perhaps an implication that the 
'heavy', rather dangerous, world of Dostoevsky was nearer to l i f e 
than the tranquil society of Turgenev. 
The composition of Shum vremeni f a l l s into two parts, which 
were interrupted by the composition of some poetry. In the second 
part, the chapter 'V ne po chinu barstvennoy shube' and the section 
'Feodosiya' have a d i s t i n c t l y more threatening atmosphere. I n the 
former (while depicting h i s one time teacher V.V. Gippius) Mandelstam 
refe r s i n a manner unusually d i r e c t for h i s creative prose to the 
pernicious e f f e c t which his sense of i s o l a t i o n has upon h i s creative 
condition: 
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H, Bee see, jimnb MacKaMH nyjKHx. TOJIOCOB yKpaicei&i nyenje 
CTeHfci Moero jKHHHn;a. BcnoMHHaTb - HATH oflHOMy oSpaTHO 
HO pyony Bbicoxmefl peKH 1 
( I I , p. 104) 
There are clear r e f l e c t i o n s of the 1923 poetry dealing with c r e a t i v i t y 
i n t h i s chapter. The poet i s emphatically alone here, the sources of 
h i s i n s p i r a t i o n gone. This i s stressed by the image of the dried up 
riverbed, which contrasts s t r i k i n g l y with the bubbling spring of 
i n s p i r a t i o n i n 'Grifel'naya oda' ( I , no. 137) which, however el u s i v e 
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('obratno') to the poet's grasp, was at l e a s t animate . The image of 
the 'masks' of others'voices brings to mind the poem 'Nashedshiy 
podkovu' ( I , no. 136), where the l i v i n g poetic sound i s shown to have 
been replaced by a form which appeals not to the poetic ear (an 
instrument most necessary i n the process of composition and one which 
demonstrates the poet's heightened s e n s i t i v i t y to i n s p i r a t i o n ~ see 
'Cnyx HyncHH napyc HanpnraeT1 I , no. 15), but to the v i s i o n : 
^enoBe^ecKHe ry6bi, 
KOTopbiM 6ojiMie He^ero CKasaTt, 
CoxpaHHioT <£opMy nocneAiiero CKa3aHHoro cJioBa ... 
( I , no. 136) 
I n 'V ne po chinu barstvennoy shube' the f u l l seriousness'of 
Mandelstam's condition i s demonstrated i n that although no audible 
forms of i n s p i r a t i o n e x i s t , the poet i s equipped to deal only with 
these, for h i s v i s i o n grows dim: 'OcnenHVTb. OcnsaTJb H y3HaBaT& 
anyxoM. neqantHbiit yAeji!' ( I I , p. 103). 
I n 'Feodosiya' the threatening emphasis i s expressed not i n 
terms of Mandelstam's creative l i f e , but i n more d i r e c t l y h o s t i l e , 
everyday terms. This section deals again with Mandelstam's 
experience of the unstable Feodosiya of the C i v i l War period, and 
these experiences again contrast with the southern s e t t i n g , whose 
innate worth Mandelstam emphasises: 'TopoA Gbm Apeanee, Jiymne H HHme 
Bcero, I T O B neM npoHcxoAHJio' ( I I , p. 120). I n t h i s section Mandelstam's 
basic concern i s with the nature of relationships between people at 
that time. Some of the p o r t r a i t s given bear r e f l e c t i o n s of 
Mandelstam's affection for people who helped him during this 
frightening time (the Harbour Master who took him i n when he had 
nowhere else to go; the old lady from whom he rented a room; and 
Colonel Tsygalsky who, according to Nadezhda Yakovlevna, was an 
exceptionally kind man who rescued Mandelstam from one of Wrangel's 
prisons i n the Crimea - N.Ya. I I , pp. 483-484). However, the o v e r a l l 
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picture i s a c h i l l i n g one. The chapter 'Barmy zakona' ( I I , pp„ 119-121) 
opens with a depiction, of i n s e c t - l i k e people partaking of f e r r i f e r o u s 
Crimean water i n a bath-house. The threatening impact of this s cene 
i s made clear when Mandelstam goes on to describe the e f f e c t which the 
p o s s i b i l i t y of committing murder has on c e r t a i n people - i t refreshes 
them j u s t l i k e a bath of mineral s a l t s ( I I , p. 120). The Harbour 
Master i s in g r a t i a t i n g and unspontaneous, prepared to leave the land 
over which he presides so re g a l l y , should i t be to h i s advantage 
( I I , pp. 111-115); the old lady i s superstitious, b i r d - l i k e , and her 
s i m i l a r l y b i r d - l i k e house i s obviously at r i s k i n the dark, plague-
ridden se t t i n g ( I I , pp. 116-118). Both Colonel Tsygalsky and 
Mazesa da Vinci are t o t a l l y out of place i n such v i o l e n t times. 
Tsygalsky has an inappropriately academic approach to things m i l i t a r y 
and Mandelstam suggests that t h i s rather Chekhovian character would 
have a tendency to philosophise at times of c r i s i s ( I I , pp. 120-121). 
Mazesa da Vinci i s completely unaffected by Wrangel's occupation, but 
pursues h i s banal existence unmolested ( I I , p. 124). Whereas 
Tsygalsky approaches other people as though he were a nursemaid ( I I , 
p. 120), Mazesa da V i n c i has a more frightening attitude to others: 
BbiSpaji B ropofle acepTBy ... fleHCTBVH, Kaic TapaHTyji ...' ( I I , p. 124). 
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'Feodosiya' may appear to be an 'appendage' which has l i t t l e 
connection with the r e s t of Shum vremeni, but i t s concern i s s t i l l that 
of Mandelstam's relationship with the times. On t h i s occasion the 
question i s approached through a past more recent, and more v i c i o u s , 
than that of the e a r l i e r parts of Shum vremeni, through a depiction of 
people who were, l i k e Mandelstam, out of place i n society, and through 
a consideration of a r t i f i c i a l i t y i n re l a t i o n s h i p s . 
Themes connected with a r t i s t i c creation are revealed only 
i n d i r e c t l y i n 'Feodosiya'. The c u l t u r a l a c t i v i t i e s there assume a 
negative a i r because of the nature of the a r t i s t s - the Harbour Master, 
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the Chief of Police, the director of the Azov bank ( I I , p. 113) 
The implication here i s that these men, whose professions, one f e e l s , 
were not p a r t i c u l a r l y a t t r a c t i v e to Mandelstam, are simply d i l e t t a n t e s , 
not t r u l y committed to the a r t i s t i c task. The account of Feodosiya's 
enchantment with Voloshin compounds th i s negative impression. 
Mandelstam and Voloshin were not on good terms; Voloshin had accused 
Mandelstam of s t e a l i n g h i s deluxe i l l u s t r a t e d volume of Dante, and had 
written a l e t t e r denouncing Mandelstam to the Feodosiyan port authorit-
i e s thus exposing him to: *... cMepTembHofi onacnocTH B 6e3yMHMx 
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ropoAax, oxBaMSHHbix CTpacTbio K ^ enoBeicoySHHCTBy ...' (N.Ya. I I , 
pp. 9 9 ) . In 'Feodosiya' Mandelstam conveys h i s d i s l i k e of t h i s man 
(whom Nadezhda Yakovlevna describes scathingly as l i v i n g out h i s li f e , 
i n a fashionable r e s o r t , surrounded by female admirers - N.Ya. I I , 
pp. 9 9 - 1 0 1 ) i n h i s depiction of Voloshin's ecc e n t r i c dress ( I I , 
pp. 1 1 3 - 1 1 4 ) and i n the sarcasm and bathos of the c h a r a c t e r i s a t i o n of 
Voloshin's e f f e c t upon the inhabitants: ' ... ropofl oxsaiiiBano KaK 6M 
aHTHMHoe yMHJieHbe, H KyimM Bbi6erajiH H3 naBOK' ( I I , p. 1 1 4 ) . This i s 
a comment on the a r t i f i c i a l i t y of a r t i s t i c l i f e i n Feodosiya, whose 
true c u l t u r a l wealth i s ignored i n favour of a r t i s t i c preoccupations 
which are either s u p e r f i c i a l or, as i n the case of Mazesa da V i n c i , 
distorted to the point of being grotesque. Mazesa's chosen surname 
contrasts with h i s way of l i f e and h i s a r t . His low aspirations i n 
l i f e surely point to a correspondence with Gogol's Akakiy Akakevich: 
'... MeHTaji KymiTi. 6ejiwe Ty^jrai Ha pe3HHOBOH noflomBe ( I I , p. 1 2 4 ) . 
His a r t i s quite introverted: he paints only s e l f p o r t r a i t s and 
studies of the Adam's apple ( I I , p. 1 2 5 ) and the depiction of h i s 
'bookcase' (the means by which character may be judged, Shum vremeni, 
I I , p. 9 9 ) , shows the barrenness and the lack of depth i n h i s a r t i s t i c 
l i f e : '... HcnaHCKan 6H6JIHH, cnoBapB MaicapoBa, "Co6opjme" JlecKOBa, 
SHTOMOjiorHH ®a6pa H nyTeBOflHTenb EeneKepa no napiEKy' ( I I t p. 1 2 4 ) . 
In the chapter 'Starukhina p t i t s a ' the comment on c r e a t i v i t y i s 
merely implied i n that images of s a l t and sta r s - prominent i n the 
depiction of l i t e r a r y spite i n 'V ne po chinu barstvennoy shube' 
( I I , p. 103) and also i n the poem '1 yanvarya 1924* ( I , no. 1 4 0 ) , 
where Mandelstam portrays h i s search for a place i n society - are 
repeated i n a d i s t i n c t l y h o s t i l e setting: 'KpynHoft cojibio cbinanHCt na 
ABOp SHMHHe 3Be3flbl . . . nOCOJieHHOH 3Be3flaMH, - $H3H*ieCKH HCHHM 
CTaHOBunocb omymemte cnycTHBmeficH Ha MHP KyMu ..„' ( I I , pp. 1 1 7 - 1 1 8 ) . 
(e) 'Kiev' 
The l a s t prose piece to appear before Egipetskaya marka was the 
sketch 'Kiev' published i n a Kiev newspaper in May 1926, when the 
Mandelstams were returning from Y a l t a to Tsarskoe Selo v i a Kiev and 
Moscow. Although evidently inspired by hi s contemporary contact with 
Kiev, i t does include a cer t a i n amount of retrospection of the 
frightening and v i o l e n t year of 1919 'OHH erae noMHHT ... nammecKHe 
AHH ...' ( I l l , p. 5 ) . As i n the sketch 'Batum', ( I I I , p. 1 6 ) , 
Mandelstam discusses questions of topical i n t e r e s t , such as the struggle 
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for l i v i n g space. He attributes to th i s a l l the c h a r a c t e r i s t i c s of a 
complex n o v e l i s t i c intrigue ( I I I , p. 6 ) . This i s perhaps a further 
comment on the a r t i f i c i a l i t y prevalent i n l i f e ' s most ordinary 
s i t u a t i o n s , for Mandelstam considered novels to be an a r t i f i c i a l a r t 
form. Whereas poetry was a means of coming to terms with l i f e , the 
novel provided a form of escape: ' ... a MaHflanbmTaM CK33aji, »ITO 
TJopeMmHKH Sojiame Bcex HyjKflaioTCH B poMaHax' (N.Ya. I I , p„ 386). (For 
Mandelstam's views on the nineteenth-century novel, see below, Chapter 
Five , section i i ( a ) ) . Mandelstam's anxiety as to the condition of 
ar t i s conveyed more d i r e c t l y i n the si t u a t i o n of the craftsmen of 
Kiev, the partner i n the saw-mill and the cobbler. The. unhappy 
condition of the former, occasioned by economic circumstances ( I I I , 
p. 9 ) , i s revealed not only i n h i s tears (which witness h i s complete 
i d e n t i f i c a t i o n with the trade, being tears of r e s i n ) , but also i n the 
unhealthy condition of the sawdust: '3Ta 6ajiKa 6ojibHa - yaxoTOMHaa 
( I I I , p. 8 ) . The 'zhizneradostnost" of the Kievan cobbler ( I I I , p. 5) 
delights Mandelstam, but an ominous shadow i s cast over t h i s delight 
i n the contrast between the craftsman's work and the atmosphere i n 
which he p l i e s h i s trade: 'iIorpoMHMH mmoBbift nyx 3 nepBH«ecKOM MaiicKOM 
B03flyxe ... yjiHiHbiH cano>KHHK paSoTaeT nofl JiHnaMH XHSHepaflocTHO H 
PHTMHKHO ...' ( I l l , p. 5 ) . A s i m i l a r l y anxious atmosphere i s created 
i n the contrast between the 'zhiznelyubie' of the Kiev people and 
the i r language, and their helplessness. Mandelstam characterises them 
as 'malen'kie lyu d i ' , such as t r a d i t i o n a l l y came to gri e f i n the work 
of Gogol and Dostoevsky: 'HeoShraaiiHO no-npescHeMy JKHSHenio6ne 
MajieHiKHx JiwAeft H rny6oKa HX 6ecnoMomHocT&' ( I I I , p. 10), 
Such then i s the nature of Mandelstam's creative prose before 
Egipetskaya marka: b a s i c a l l y autobiographical, with an undercurrent of 
anxiety often connected with a r t i s t i c concerns. Egipetskaya marka i s 
cl o s e l y related to the creative prose written before the period of 
si l e n c e ; l i k e the sketches and Shum vremeni, i t adopts a retrospective 
approach i n the consideration of present problems, and i t s concern 
with a r t i s t i c c r e a t i v i t y which, as w i l l be seen i n Chapter Fiv e , i s 
fundamental to the work i s treated i n an i n d i r e c t manner reminiscent 
of that of the e a r l i e r creative prose. 
( f ) 'Chetvyortaya proza' and Puteshestvie v Armeniyu 
The two prose works composed aft e r the period of s i l e n c e are 
- 30 •-
distinguished by the fac t that they are far l e s s ambiguous i n the i r 
treatment of the problems of c r e a t i v i t y , p a r t i c u l a r l y when i t i s a 
question of Mandelstam condemning those who bend t h e i r a r t to the 
system's demands. This i s especially true of 'Chetvyortaya proza'. 
This work represents Mandelstam's release from the f r u s t r a t i o n s of the 
twenties, which had culminated i n what the Mandelstams knew as the 
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'Dreyfus' a f f a i r . In 1928 Mandelstam, through no f a u l t of h i s own, 
had appeared as translator on the t i t l e page of a t r a n s l a t i o n of 
Thyl Eulenspiegel) e a r l i e r translations of which he had i n f a c t only 
revised. Although Mandelstam made every attempt to r e c t i f y the 
s i t u a t i o n (as can be seen from h i s l e t t e r to Vechernyaya Moskva, I I , 
p. 477), Gornfel'd, one of the o r i g i n a l t r a n s l a t o r s , nonetheless 
denounced Mandelstam as a t h i e f . The vicious campaign which then 
ensued was ended only by the intervention of Bukharin. 'Chetvyortaya 
proza' i s a b i t t e r outburst against the ' l i t e r a r y ' men who so 
mistreated him; he names them d i r e c t l y and firmly d i s s o c i a t e s him-
.s e l f from them. The a r t i s t s and their work are depicted in most 
graphic and unambiguous terms. Isay Benediktovich Mandelstam and h i s 
translations of Anatole France are characterised as i n s i p i d 'potage' 
( I I , p. 178), and h i s acquaintances are of a s i m i l a r l y flavourless 
nature C* «»• grenki v bul'one I I , p. 178). The product of the 
.'writers' of 'Chetvyortaya proza' i s no more than a host of denunciat-
ions - on t o i l e t paper ( I I , p. 180). The writing of t h i s piece had 
the e f f e c t of ridding Mandelstam of h i s confusion; he had now stated 
exactly what h i s position was, and f u l l y accepted that he should stand 
apart from those who complied with the demands of the age. 
Mandelstam's t r i p to Armenia, which came at the end of the 
'Dreyfus' a f f a i r , and which was arranged by Bukharin (N.Ya. I I , 
p. 594) established firmly h i s recovery from the poetic s i l e n c e , and 
led to the cycle of poems 'Armenia' and to the prose Puteshestvie v 
Armeniyu. The prose piece i s by no means a t r a d i t i o n a l travelogue; i t 
i s a work r i c h i n associations with a r t i s t i c creation, and also with 
Mandelstam's newer i n t e r e s t i n biology. Against a background of 
characterisations of people and places encountered i n Armenia 
Mandelstam introduces a v a r i e t y of topics: botany, Impressionist 
painting, chess, memory, a l l of which ultimately play some part i n 
h i s view of the process of c r e a t i v i t y . The piece celebrates 
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Mandelstam's admiration for Armenia, for i t s language and i t s 
people - a l l factors which contributed to the return of h i s poetic 
voice. Puteshestvie v Armeniyu makes cl e a r the precise lessons which 
Armenia had taught him, and which had helped to restore h i s confidence: 
' „. o Bee 3TO roBopmio MHe: TH 6o£.pcTByemb, ne SoftcH CBoero speMeim, 
He jryicaBb' ( I I , p. 143). I t i s evident i n the work that Mandelstam 
was aware of the return of h i s ' p o e t i c T i g h t n e s s ' , but at the same time 
there are many unambiguous references to places and to people of a l e s s 
congenial nature to the poet than Armenia: i t was p r e c i s e l y the return 
of h i s confidence that enabled him to speak of these things so 
openly. I n the section 'Zamoskvorech'e' he depicts the tradespeople 
of 'Buddhist' Moscow, whose dark, r e s t r i c t e d and mercenary l i f e 
epitomises the 'poshlost' of Gogol's world. These people, who show no 
signs of f r i e n d l i n e s s or recognition, l i v e t h e i r l i v e s s t r i c t l y 
according to the p r i n c i p l e s of a grim association of consumers and 
t h e i r i n s i p i d l i f e l e s s n e s s i s conveyed i n the image of a melon - an 
image which brings to mind Gogol's tale of the two Ivans, whose 
t r i v i a l i t y was also symbolised by a melon: 
Har^e H HKKorfla s He *iyBCTBOBaji c TaKOH CHJIOH ap6y3Hyw 
nycTOTy POCCHH ... 
( I I , p. 146) 
IIpeKpacHbiH lejioBeK HBaH HBaHOBH^! OH o^eHb JIMGHT 
fibIHH.34 
The manners of the Moscow tradespeople seem to be a more h o s t i l e 
development of the 'nichtozhestvo i odnoobrazie' of the Sukharyovka 
market traders ( I I , p. 134). Both groups of people are absorbed i n 
t h e i r trades to the point of resembling t h e i r wares p h y s i c a l l y 
( I I , p. 134, I I , p. 146) - a l l e l s e i s excluded from t h e i r l i v e s . The 
i n s i p i d indifference of Moscow stands i n evident contrast to the 
'zhiznennoe napolnenie' of the Armenians ( I I , p. 143), and emphasises 
Mandelstam's longing to return to that land. He was however quite 
s u r e that t h i s would never happen (N . Y a . I I , p. 473), as he says i n 
h i s poetry: 'H Teda HHKoraa He yBiray /BjiHsopyKoe apMHHCKoe He6o ...' 
( I , no. 214). 
Mandelstam's f u l l appreciation of the danger of h i s position i s 
revealed graphically i n the ominous closing l i n e s of the work. Here he 
t e l l s the very dangerous t a l e of one Arshak, whose l i f e was i n the hands 
of a despotic Assyrian, king Shapukh. A p a r a l l e l i s implied between 
the 'odin dobavochnyy den'' granted to Arshak ( I I , p. 176) and 
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Mandelstam's time i n Armenia, a period of r e s p i t e and poetic 
inspirations .'„.. nojiHuft cjibmiaH&H, BKyca H O6OHHHI>K ( I I , p. 176), 
but quite unchar a c t e r i s t i c of h i s l i f e henceforward. 
Puteshestvie v Armeniyu obviously i n no way met the l i t e r a r y 
requirements of the day. I t did not celebrate the en t h u s i a s t i c 
building of Socialism, as was the practice at that time for w r i t e r s 
v i s i t i n g various parts of the Soviet Union. On the contrary, i t 
gives a s i n g u l a r l y h o s t i l e appraisal of the contemporary scene: i t 
attacks Bezymensky ( I I , p. 158), gives an uncomplimentary description 
of the tradespeople of Moscow, makes derogatory remarks about 
'progress' ( I I , p. 154), about Darwin's evolutionary theories of 
v a r i a b i l i t y and adaptability ~ the s u r v i v a l of those who could adapt 
most r e a d i l y to the environment ( I I , p.162), and i t censures that 
increasingly popular practice of public repentance ( I I , p. 154). 
Above a l l , the f i n a l l i n e s on the Assyrian aroused profound 
disapproval; Tsezar' Vol'pe, the editor of Zvezda, who allowed i t to 
be published, was dismissed (N.Ya. I I , p. 461) and an a r t i c l e 
appeared i n Pravda denouncing the work (N.Ya. I I , pp. 472-473). 
( i v ) The influence of work undertaken immediately prior to and during 
the poetic s i l e n c e 
The c h a r a c t e r i s t i c s observed above i n both Mandelstam's prose 
and h i s poetry are, as w i l l be seen repeatedly i n s p e c i f i c correspond-
ences i n imagery, related to Egipetskaya marka. There are, however, 
v i t a l influences acting upon the general formation of Egipetskaya marka 
i n the only other work of the period under discussion which remains to 
be considered, that i s i n the work undertaken during the poetic 
s i l e n c e i n order to earn a l i v i n g . An examination of t h i s sets 
the place of Egipetskaya marka i n the context of Mandelstam's other 
work more sharply i n focus. 
Mandelstam's attempts to earn money during the e a r l y twenties and 
the period of s i l e n c e took various forms: children's poetry, trans-
l a t i o n work and reviews. The necessity to carry out t h i s work was, as 
has been seen, p a r t l y responsible for Mandelstam's i n a b i l i t y to write 
poetry at that time and i t i s not surprising that he should have 
reacted against i t . Such reaction i s apparent i n the various comments 
which he manages to make in these works on the contemporary scene; 
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these comments are generally made i n d i r e c t l y , and the medium through 
V7hich they are made, a s p e c i f i c image, an a l l u s i o n to the poetry or 
novels of other writers and eras, often recurs i n Egipetskaya marka» 
The t r a n s l a t i o n s , children's verse and reviews w i l l be discussed not 
i n chronological order but i n the order i n which they most affected 
the composition of Egipetskaya marka. 
(a) Children* s poetry 
The connection of the children's verse with Egipetskaya marka 
i s perhaps the l e a s t s t r i k i n g , although there are coincidences 
i n imagery between the two works which w i l l be noted below. For the 
present i t should be observed that i t i s surely more than coincidence 
that the vast majority of subjects described i n the children's poetry 
between 1 9 2 4 - 1 9 2 6 should be p r e c i s e l y those which form the world of 
Egipetskaya marka. The primus, laundry, telephone, boot-blacks, f l o o r -
cleaners, galoshes, kitchen, photographs, v i o l i n i s t s , kalach, piano 
and trams, so c l e v e r l y and w i t t i l y described i n the children's 
verse a l l assume a place i n the ominous setting of Egipetskaya marka. 
The poem 'Vse v tramvae' ( I I , no, 457 3 X ) , one of those not included 
for publication, i s a veritable microcosm of the prose work, featuring 
a tram, a dressmaker, a purse, ink, q u i l l s , a floor-cleaner, a boot-
black, a f l y , a piano. The children's verse i t s e l f , however, i s not 
devoid of images of a potentially h o s t i l e force. The kitchen to 
Mandelstam normally represented the centre of the domestic scene, and 
i t was a room of which he was p a r t i c u l a r l y fond: i t could give a sense 
of comfort and s t a b i l i t y (see for example, h i s l e t t e r s : I I I , pp. 202 
and 2 4 0 , and the poem 'MM C TOSOH na Kyxne nocHflKM1 I , no. 2 2 4 , where 
the comforts of the kitchen contrast with t h e i r unsettled exi s t e n c e ) . 
I n the children's verse, however, the kitchen has rather frightening 
a t t r i b u t e s : 
H BapHTCH CTHpKa 
B KOTJie B e j i i i K a H e , 
KaK SeiiMe PM6M 
B Bone oKeane ... ( I , no. 4 1 5 ) 
Here the image of the gigantic cauldron and the f i s h s i m i l e have a 
d i s t i n c t l y h o s t i l e ring, for Mandelstam was chary of vastness ( i n 
flowers, for example - Puteshestvie v Armeniyu, I I , p. 150; i n 
buildings - 'Kholodno'e l e t o ' , I I , p. 1 3 1 ) , and the f i s h i s not part 
of h i s positive lexicon ('Laraark' I , no. 254, which demonstrates h i s 
aversion to the cold-blooded s p e c i e s ) . Moreover, the themes of the 
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children's verse are not, generally speaking, cheerful: a telephone 
weeps, alone and not needed; a tram gets l o s t i n a confusing c i t y 
which has a t o t a l l y uncaring, impervious attitude to such a p l i g h t , 
and towards the i n d i v i d u a l : 
He cjibixan JIH TH O KiraKe, 
0 TpaMBae MOjionoM? 
flOM OTBeTHJI o*ieHb 3 j i o : 
- Mnoro s f l e c b TaKHX npomno. ( I , no. 406) 
In t h i s poem a sense of p i t y i s aroused for K l i k , with h i s injured eye 
( l i n e 75), h i s tiredness and confusion. (The theme of the poem, that 
of the l o s t tram, although evidently more banal i n Mandelstam's work, 
inevi t a b l y brings to mind Gumilev's depiction of the revolution i n 
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nightmare terms i n the poem 'Zabludivshiysya tramvay'). A s i m i l a r 
pathos i s evident i n 'Shary' ( I , no. 407), where the green balloon, a 
slow-witted 'foundling', contrasts with h i s confident and colourful 
brothers. As i n the case of the f i r s t poem of 'Primus' ( I , no. 396), 
where hens contrast with arrogant peahens, the s i t u a t i o n depicted i s 
very much one of an underdog whom others w i l l not accept: 'Mw Ban ue 
TonapHTnn: non.yMaemi>! K y A a x ! ' ( I , no. 396). Perhaps Mandelstam was 
hinting at h i s own s i t u a t i o n here, the s i t u a t i o n which he was to depict 
i n Egipetskaya marka through the character of the underdog Parnok. 
Mandelstam's children's poetry does involve the t r a d i t i o n a l 
device of personification, which was very much frowned upon at that 
time, considered to be harmful and ' u n r e a l i s t i c ' (see Mandelstam's 
s a r c a s t i c comments i n 'Detskaya l i t e r a t u r a ' , I I I , pp. 50-51). However, 
Mandelstam's use of the device does not involve those appealing animals 
(for example, the bear), t r a d i t i o n a l i n children's l i t e r a t u r e . 
Instead he personifies objects from the modern technical world - the 
car, the telephone, the tram, e l e c t r i c i t y ; but there i s something 
unusually cold about t h i s technical world - a l l i s p e r f e c t l y clean and 
i n good order: seven of the poems deal with cleaning ( I , nos. 398, 
399, 406, 408, 409, 410, 415). I t i s not surprising that, i n t h i s world 
of cold s t e r i l i t y , the i d e n t i f i c a t i o n of objects with the animal world 
r a r e l y involves warm-blooded mammals, but as i n 'Dva tramvaya K l i k i 
Tram' ( I , no. 406) and 'Kukhnya' ( I , no. 415) invertebrates and cold-
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blooded creatures (the cockroach , the worm, the grass snake, the 
burbot), creatures which Mandelstam generally considered with aversion. 
I t i s in t e r e s t i n g to note that Mandelstam does equate a tram with a 
t r a d i t i o n a l l y a t t r a c t i v e rabbit, but that t h i s i d e n t i f i c a t i o n occurs i n 
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the poetry Marshak did not think f i t to be submitted for publication 
( I I , no. 457 3X1, and I I , p. 675). The only occasion upon which 
Mandelstam ac t u a l l y personifies a creature i s i n the poem 'Mukha' 
( I , no. 414), where the picture of a f l y drowning i n milk i s rather 
unpleasant. 
The general atmosphere of the children's poetry i s , then, not 
p a r t i c u l a r l y a t t r a c t i v e , but i t i s t h i s atmosphere, which, i n a d d i t i o n 
to c e r t a i n s p e c i f i c images, anticipates Egipetskaya marka. 
(b) Reviews and a r t i c l e s 
The reviews and a r t i c l e s undertaken during the period of sil e n c e 
deal with translation, theatre and cinema; here Mandelstam speaks 
scathingly of c r i t i c s , translators and directors a l i k e . He depicts 
the epoch and the a r t which i t produces as being governed by s t r i c t l y 
mercenary considerations: '... B anoxy ... Korfla pejKHecepcTBOBan 
naex ('Berezil'', I I I , p. 103). At times a r e f l e c t i o n of h i s own 
si t u a t i o n can be detected i n h i s c r i t i c i s m of others: yTOMjiemie 
noaTa CJIOKHKMH OTHomeHHHMM coBpeMeHHOCTH' ('Zhyul' Romen', I I , p. 362). 
The feature most s t r i k i n g l y frequent i n t h i s work i s 
Mandelstam's preoccupation with Gogol and Dostoevsky. I t can be seen 
from Mandelstam's l e t t e r s that he was reading Gogol at this time 
( I I I , p. 236); h i s attention was also being focused on Gogol and 
Dostoevsky through the work of the actor Yakhontov, whom Mandelstam 
evidently admired ('Yakhontov', I I I , pp. 111-114). 
He sees s p e c i f i c correspondences i n the a r t i s t i c sphere between 
Gogol and the 1920's; for example i n the a r t i c l e ' B e r e z i l ' ' he notes 
a correspondence between Gogol's work and Soviet comedy ( I I I , p. 105). 
The influence of Gogol i s revealed more generally i n these a r t i c l e s , 
however, i n Mandelstam's appreciation of a society which exhibits 
tendencies increasingly reminiscent of a Gogolian world, with a l l i t s 
grossness and t r i v i a l i t y . On two occasions Mandelstam ref e r s to the 
conclusion of Gogol's story about the two Ivans, at the point where 
Gogol abruptly breaks off h i s t a l e , s t r e s s i n g the f u t i l i t y of the 
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l i v e s which he has been depicting: 'CicyiHo Ha STOM cBeTe, rocnofla' 
I n the a r t i c l e 'Kukla s millionami', t h i s phrase i s c l e a r l y 
recognizable, despite i t s topical adaptations, with i t s emphatic 
opening position: 'CKVHHO JKHTB B TpyflOBofk pecny6jiHKe, rpajsflane H 
rocnofla!' ( I l l , p. 115). I n 'Zhak r o d i l s y a i umer', the figures of 
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the two Ivans are fused with t h a t of Chichikov: , xIepe3 "JKaica" 
npocBe^QiBaeT K a i c a H - T O Mep3KaH MHTOKOBCKaH poaca ... "HTO, 6 p a T , 
CKyqHO JXHTb B POCGHH?" . .,' ( I l l , p. 60). 
The references to Dostoevsky which occur i n 'Kukla s millionami' 
are l e s s numerous, but of a more threatening nature - i n accordance 
with Mandelstam's unease with regard to Dostoevsky's work. He makes 
mention not o n l y of the highly unsavoury Svidrigaylov, but a l s o 
characterises the f i l m which he i s c r i t i c i s i n g as the second part of 
Dostoevsky's Bobok. I f Dostoevsky's work with i t s questions of 
licence and w i l l i n general disturbed Mandelstam then this short work 
must have been exceptionally perturbing, for i n places i t i s horribly 
relevant to Mandelstam's own s i t u a t i o n : 
Co MHOH HTO-TO CTpaHHoe npoHCxoflHT. H xapaKTep MeiweTCH, 
H ronoBa SOJIHT. K Ha^HHaio EHfleTb H cnHmaTb KaKHe-TO 
CTpaHHbie BemH. He TO ^TO6W ronoca, a TaK, K a K 6yn,TO KTO 
non/te: 'BO6OK, 6O6OK, 6O6OK'.38 
Dostoevsky's comments on l i t e r a t u r e ' s demands f o r a 'cudgel not 
V o l t a i r e ' , and on people's blindness as to the i r own imperfections, 
must a l s o have struck Mandelstam as uncomfortably apt, at a time 
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when he and h i s work were so unpopular 
As revealed i n t h e a r t i c l e s written during the period of 
s i l e n c e , the influence of Gogol and Dostoevsky coincided with 
Mandelstam's appreciation of the danger of his position. This i n f l u -
ence i s r e f l e c t e d i n two ways i n Egipetskaya m a r k a : f i r s t l y , i t gives 
a generally h o s t i l e background to t h e treatment of the theme of 
a r t i s t i c creation, and secondly, i t creates an atmosphere of 
apprehension i n the delineation of character and geographical s e t t i n g . 
As i n the case of the children's poetry, there i s i n these a r t i c l e s 
and reviews a marked potential h o s t i l i t y and, again, the manner i n 
which i t i s revealed can be traced i n Egipetskaya marka. 
(c) Translations 
The atmosphere of the translations to be discussed i s one of 
extreme disquiet. These translations f a l l into two categories: 
those undertaken with a s t r i c t l y f i n a n c i a l end i n view, and those 
which brought f i n a n c i a l return a n d permitted Mandelstam to r e f l e c t 
t h e contemporary scene i n verse. Those i n t h e former category did 
not always win t h e approbation of t h e c r i t i c s at the time (see, for 
example, M.A. Gershenzon's a r t i c l e on Mandelstam's t r a n s l a t i o n of 
Max Bartel's 'Zavoyuyem m i r l ' ^ ) , nor do they appear i n the Soviet 
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edition of h i s work, Mandelstam's translations from the Old French, 
from Vazha-Pshavela and from Barbier belong to the second category, 
and are almost a l l included i n the Soviet edition; a recognition, 
perhaps, of the f a c t that both o r i g i n a l material and t r a n s l a t i o n are 
of an i n f i n i t e l y greater quality than the work which i s passed over 
i n both the Soviet and American editions. 
The translations i n the second category appeared mainly before 
the onset of the s i l e n c e i t s e l f . Even i f h i s a f f a i r s were worsening 
at that time, he was nevertheless able to express h i s views i n some 
kind of poetic form. Nadezhda Yakovlevna says of the poems from the 
Old French ('Synov'ya Aymona' I , no. 461, 'Zhizn' svyatogo Alekseya 1 
I , no. 462, 'Aliskans' I , no, 463), that Mandelstam was here talking 
of himself and of h i s future (N.Ya. I I , p. 133), of h i s acceptance of 
povertyand of h i s resolve never to fl e e from danger (N.Ya. I , p. 258). 
'Gogotur i Apshina', Mandelstam's translation of the Georgian epic, i s 
s i m i l a r l y concerned with themes of steadfastness and abstention from 
luxury. Here Mandelstam's reasons for choosing a l i f e of poverty can 
be seen i n the picture of the pernicious e f f e c t of l i v i n g amongst the 
favoured ones: the hero can no longer breathe and h i s l i p s are sealed 
- a condition quite incompatible with the composition of poetry: 
H.apb, E npjiHHe MHe He A>IHIHTCH. .. 
Ha ycTa ne^aTi. HanoxeHa, 
H HeAyroM Teno cxsayeHo. ( I , no. 466) 
I t i s i n t e r e s t i n g to note here that Mandelstam t r i e d to ignore this 
work once i t was completed (N.Ya. says he was 'frightened' of i t -
N.Ya. I , p. 258), as though aware of how necessary i t would be for him 
to hold f a s t to those vows taken i n the translated poems. 
The Barbier translations are of by f a r the most relevance to 
Egipetskaya marka. ( I n quoting Mandelstam's translations of Barbier 
the Soviet edition has been preferred, since the American edition 
gives an incomplete s e l e c t i o n of the tr a n s l a t i o n s ; for example 
'Irlandskie kholmy' i s missing, as i s a l i n e from the important poem 
'Sobach'ya skloka*). Through these Mandelstam speaks not so much of 
the future which lay before him as of the society which so disturbed 
him, the society characterised by greed, violence and crude ambition. 
Barbier, as Mandelstam stress e s i n his a r t i c l e on the poet, was the 
poet of the 1830 revolution ('Ogyust Barb ' e ' , I I I , p. 46). Barbier's 
poetry, i n Mandelstam's view, grew from the contrast which he f e l t 
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between the greatness of the 'Trois Glorieuses' and the nature of the 
society which grew from t h i s upheaval. In h i s poetry Barbier depicts 
the revolution as a powerful natural element, which i s followed by a 
debasement of a l l the values i t had once embodied: courage and 
comradeship are replaced by cowardly egotism, and the i d o l i s a t i o n of 
Napoleon has bred corruption and fear. Mandelstam perceived many 
s i m i l a r i t i e s between that revolution and i t s aftermath, and the 
revolution and post-revolutionary society which he himself experienced. 
The differences between the o r i g i n a l and the t r a n s l a t i o n are 
s i g n i f i c a n t i n the assessment of the influence of the Barbier poems. 
Mandelstam often created a more h o s t i l e picture than that of the 
o r i g i n a l poem, e s p e c i a l l y where he i s depicting the c h i l l i n g absence 
of respect for the individual to which Barbier alludes, and which 
Mandelstam sensed so acutely i n the twenties. He introduces the 
following grim imagery which i s absent i n the o r i g i n a l : 'mnogolyudnyy 
sor' ('Myatezh', Sov. ed., no. 282), 'skot lyudskoy' ('Irlandskie 
kholmy', Sov. ed.,no. 285), 'lyudskoe testo mesit* ('Dzhin', Sov. ed. , 
no. 281). Mandelstam returns to such imagery i n a griiesome depiction 
of the preparations for the F i r s t World War i n h i s review of Jules 
Romain's 'Cromedeyre-le-Veil', where the emphasis on the lack of 
respect for the individual i s r e l e n t l e s s l y graphic: Ha nopore 
eBponeftcKOH BOHHM ... Korfla ManoBeiecKoe MHCO roroBHuocb BnpoK flnn 
6ofiHH ( I I , p. 359), 
Another prominent tendency i n the Barbier translations i s a 
ce r t a i n r u s s i f i c a t i o n of the French o r i g i n a l : Mandelstam introduces 
the image of vodka into Barbier's 'Le gin' (Sov. ed., no. 281) and a 
s p e c i f i c a l l y Russian breed of horse ('bityug') into 'Napolconovskaya 
Fr a n t s i y a ' (Sov. ed., no. 279) h i s tr a n s l a t i o n (also known as 
'Kobyla') of a section of 'L'Idole'. A more t e l l i n g example of thi s 
tendency i s i n Mandelstam's transformation of the l a t t e r poem's 
simple 'mais un j o u r de b a t a i l l e ' ^ , to 'H B nojie, rp,e BOHiia uBeTeT, 
KaK Mope rpeMH ...' (Sov. ed., no. 279) which i n e v i t a b l y brings to 
mind the complex of imagery i n the Slovo o polku Igoreve associating 
b a t t l e with the c u l t i v a t i o n of the land. The introduction of t h i s 
imagery into 'Kobyla' perhaps indicates that Mandelstam saw i n the 
disturbingly inhuman s o c i a l structure depicted i n the Barbier poems, 
and i n h i s own twentieth-century interpretation of these poems, the 
approach of an inimical Eastern influence - a r e f l e c t i o n of that 
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force with which Igor had to contend. Certain images not present in 
the o r i g i n a l r e f l e c t Mandelstam's concern with h i s own creative 
condition. In 'Dzhin' (Sov. ed., no. 281), Barbier's 'Jamais typhus, 
jamais peste sur terre' becomes '..„ J inxopaflica, BJIHEGH B yiun SBOH ..'; 
t h i s i s surely an^aliusion to the sense of physical deterioration, and 
to the h o s t i l e , mosquito-like sound which are shown i n Mandelstam's 
poetry of the e a r l y twenties to be impeding poetic composition. 
The Barbier poems evidently made a great impression on 
Mandelstam, and r e f l e c t i o n s of h i s work on them are to be found i n the 
poetry and i n the creative prose of the twenties. Images of the 
revolution i n France are prominent i n 'ASMK 6yxn>DKHHKa MHe rojiySn 
noHHTHeft' ( I , no. 138), a poem which r e f l e c t s Barbier's 'Le L i o n 1 , 
one of the Iambes which Mandelstam did not translate . In 'fl3biK 
6yjn>DKHHKa MHe rojiySa noHHTHeft' Mandelstam describes Barbier's muzzled 
l i o n holding out a s p l i n t e r i n i t s paw (a r e f l e c t i o n of Apion the 
Egyptian's legend of Androcles and the l i o n ) . The image of the 
s p l i n t e r seems to represent i n Mandelstam's work of 1923 a l l the 
h o s t i l i t y of the s i t u a t i o n i n which he found himself. In the poem 
no. 138 i t represents the wounded idealism of Herzen (N.Ya. I , p. 178), 
that i s the threatening s i t u a t i o n i n i t i a l l y inspiredby but now i n 
evident contradiction to Herzen's i d e a l s . The s p l i n t e r image recurs 
i n 'Kan Tartbue ManerabKoe KpunbmncoM' ( I , no. 139), where i t appears in 
connection with an anguished plea for recognition. The suppliant here, 
as i n the case of the l i o n of I , no. 138, can evidently arouse no 
reaction i n his fellows. Whereas i n I , no. 138 Mandelstam depicts the 
h o s t i l i t y of conditions from the point of view of perverted i d e a l s , 
i n I , no. 139 i t seems to be a question rather of the environment i n 
which the poet finds himself! idleness and hollowness of sound are the 
order of the day here, and the suppliant i s constantly aware that the 
azure sky i s now the home of the mosquito-like aeroplane. I n 
'Kholodnoe leto' the s p l i n t e r i s emphatically related to the aeroplane 
( I I , p. 130), which i s a contemporary feature of great potential 
h o s t i l i t y , as i n s i s t e n t l y and threateningly present as the s p l i n t e r i n 
the l i o n ' s paw i n the absence of Androcles. Apart from the s p l i n t e r 
reference i n 'Kholodnoe leto' there i s also a more d i r e c t a l l u s i o n to 
Barbier i n this work. Mandelstam contrasts the July heat of Barbier's 
revolution with the cold climate of Moscow ( I I , p. 130) i n a way 
which implies that the c i t i e s of P a r i s and Moscow are connected, even 
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i f n ot c l i m a t i c a l l y . I n 'Sukharyovka' two images which Mandelstam had 
introduced i n t o the Barbier t r a n s l a t i o n s appear. F i r s t l y , the 
c h i l l i n g n o t i o n of human ' t e s t o ' , present i n Mandelstam's v e r s i o n of 
the poem 'Le Gin' (Sov. ed., no. 281), i s developed i n the prose 
piece ( I I , p. 134). Secondly, the image of the * p r i c k l y broom of f e a r ' , 
i n t r o d u c e d i n t o the t r a n s l a t i o n of 'L'Emeute' (Sov. ed., no. 282), i s 
present i n 'Sukharyovka' a l s o : the correspondence between the poem and 
the f i n a l paragraph of the prose piece i s s t r i k i n g , i t s c l e a r a l l u s i o n 
t o the events of 1830 b r i n g s the c i t i e s of Moscow and Paris together 
once more: 
CTpax 6&eT 6es npoMaxy ... 
... Eme oflHa MHHYTS -
H KascflbtH jc(o6exaiT flo C B o e r o saicyTa. 
H o n p H T a j i H C b , H B f i p y r K O j n o i a H MeTJia 
Becb MHorojnoflHbiH cop Ha ymme CMena. (Sov. ed., no. 282) 
. . . K B e e npjraeTCfi ... ruiomaAfc nycTeeT c TOW HCTepHMecKOH 
nocnemHOCTbio , c Kaicon nycTejin SpeBe i r aaTMe M O C ™ , K o r f l a no 
HHM n p o x o f l H J i a Korao^an MeTJia C T p a x a . 
( I I , p. 136) 
D e t a i l e d correspondences between the B a r b i e r t r a n s l a t i o n and 
Egipetskaya marka are numerous: i n the c e n t r a l theme of the prose work, 
i t s h i s t o r i c a l and geographical s e t t i n g s and i t s cha r a c t e r s , the 
i n f l u e n c e of the French poet i s i n evidence, and i t w i l l be i n d i c a t e d 
i n the chapters d e a l i n g w i t h those s u b j e c t s . The e s s e n t i a l p o i n t i n 
connection w i t h the Barbier poems i s Mandelstam's i n t e r e s t i n the 
1830 r e v o l u t i o n . I n h i s attempt to 'define h i s r e l a t i o n s h i p * 
(N.Ya. I , p. 181) t o the s o c i e t y which had grown from the r e v o l u t i o n 
of 1917, Mandelstam wrote Egipetskaya marka, o s t e n s i b l y set i n the 
p e r i o d between the two r e v o l u t i o n s of 1917. I n e f f e c t , however, he 
reaches back i n t h i s work t o the n i n e t e e n t h century, t o the p e r i o d 
from 1830-1848, when Europe experienced a whole wave of r e v o l u t i o n s . 
I t i s n o t simply the Barbier 'subtext* which leads t o t h i s c onclusion 
b u t , most s t r i k i n g l y , the f a c t t h a t the works of a r t , other than 
mu s i c a l , t o which Mandelstam r e f e r s i n Egipetskaya marka are almost 
e x c l u s i v e l y from the l a t t e r h a l f of the n i n e t e e n t h century, t h a t i s 
from the p e r i o d of the r e v o l u t i o n s onwards. He r e f e r s t o the 
Barbizon school of p a i n t i n g ( I I , pp. 21-22), t o the I t a l i a n s inger 
Bosio ( I I , pp. 7, 8, 35-36), t o the b a l l e t G i s e l l e ( I I , pp. 28-29), t o 
F l a u b e r t ( I I , p. 34),to Bourget and Ohnet ( I I , p. 35), and t o T o l s t o y 
( I I , pp. 29, 34, 41). Unlike the i n f l u e n c e s of Gogol, Dostoevsky, 
Pushkin and Bely, these references are not confined t o the l i t e r a r y 
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sphere s and t h e i r f u n c t i o n i s not so much to create an atmosphere of 
apprehension as t o p o i n t t o those f a c t o r s which i n s p i r e d such 
apprehension. 
(v) The i n f l u e n c e on Egipetskaya marka of Martdelstam's views on the 
n i n e t e e n t h century 
A c o n s i d e r a t i o n of the views expressed b y MaudeIstan a t v a r i o u s 
times on the n i n e t e e n t h century sheds much l i g h t on the nature and 
causes of the apprehension which i t aroused i n him-
Mandelstam was aware of c e r t a i n processes which took place more 
or l e s s simultaneously i n the n i n e t e e n t h century and which he sees as 
i n f l u e n c i n g one another, a f f e c t i n g l i f e i n s o c i e t y , the concept of 
c u l t u r e , and a r t i n a l l i t s forms. I n t h i s matter of the simultaneous 
change i n s o c i a l and c u l t u r a l l i f e Mandelstam must s u r e l y have been 
s t r u c k by the f a c t t h a t the onset of the n i n e t e e n t h - c e n t u r y r e v o l u t i o n s 
- t h a t t u r n i n g p o i n t i n s o c i a l h i s t o r y - coincided w i t h a t u r n i n g 
p o i n t i n the h i s t o r y of poetry i t s e l f , w i t h the act of supreme 
di s r e s p e c t against the a r t i s t i c w o r l d , the f a t a l wounding of Pushkin 
i n h i s duel w i t h D'Anthes i n 1837. The s h a t t e r i n g impact of t h i s 
tragedy i n regard t o poetry i s touched upon i n Shum vremeni; p o e t r y 
could never b e the same again: 'BeA*> nocne rpajmarb ceflbMoro ro#a H 
KpoBB H CTHXH Kyp^ajiH HHatie' ( I I , p. 59). For Mandelstam the circum-
stances of Pushkin's death were as d i s t u r b i n g as the more v i c i o u s 
m a n i f e s t a t i o n s of the s o c i e t y which emerged from the 1830 r e v o l u t i o n , 
and i t i s not s u r p r i s i n g t h a t , w i t h these two h i s t o r i c a l landmarks as 
i t s c h a r a c t e r i s t i c s , the n i n e t e e n t h century should appear i n 
Mandelstam's work i n a h i g h l y unfavourable l i g h t . 
The development of the r a i l w a y was one nine t e e n t h - c e n t u r y 
phenomenon c l o s e l y associated w i t h the European r e v o l u t i o n s ('Ogyust 
Barb'e', I I I , p. 45) and i t t h e r e f o r e acquired c h a r a c t e r i s t i c s of 
those r e v o l u t i o n s , and i n p a r t i c u l a r of the r e v o l u t i o n of 1830 which 
l e d tos HacTOHmeii 6ypacya3HOH MOHapxHH JIyH-<I>HJiHnna, K Kopojno 
$HHaHCHCTOB H SHpKeBHKOB ( I l l , p. 45). Mandelstam c o n s i s t e n t l y 
associates the r a i l w a y w i t h the bourgeois before and a f t e r 
Egipetskaya marka. I n 'Chetvyortaya proza' the t r a i n i s seen t o 
provide a n a t u r a l and necessary environment f o r the p r e s e r v a t i o n of 
the bourgeoisies 'Haflo coxpaHHTb 6yp»cyasHK> B ee HeBHHHOM o6jmice ... 
6aK>KaTb Ha nyjibManoBbix peccopax, saBopa^HBaTt B KOHBepTW 6enocHexcHoro 
- 42 ~ 
Kene3HOAopo3KHoro cna' ( I I , p. 178). The r a i l w a y , then, w i t h i t s 
b a s i c a l l y bourgeois nature and i t s strong t i e s w i t h the f i n a n c i a l 
w o r l d , w a s p r i m a r i l y a means of communication which c o u l d , presumably, 
f u r t h e r man's ass o c i a t i o n s w i t h other people and t h e i r c u l t u r e s . 
Mandelstam, however, saw t h a t the reverse was t r u e : the b o u r g e o i s i e , 
equipped w i t h i t s r a i l w a y , degraded and destroyed t r u e c i v i l i s a t i o n . 
Mandelstam i s p a r t i c u l a r l y hard on the French bou r g e o i s i e i n t h i s 
respect. I n the r e p o r t of h i s conversation w i t h Nguyen A i Quoc 
( I I , p. 206) and i n the sketch 'Men'sheviki v G r u z i i ' ( I I , p. 197) 
Mandelstam p o i n t s t o the c o n t r a s t between the i n s e n s i t i v e and b r u t a l 
i n t e r v e n t i o n of the French c o l o n i a l i s t s and the a n c i e n t , d e l i c a t e 
c u l t u r e s of Indo China, and between s u p e r f i c i a l c i v i l i s a t i o n and the 
ancient h e r i t a g e of Georgia. The i n s e n s i t i v i t y of the bourgeoisie i s 
epitomized i n Mandelstam's o v e r t l y h o s t i l e d e s c r i p t i o n of Emile 
Vandervelde (who was i n f a c t a B e l g i a n ) : 
- Bw miBHJiH30BajiH 3TOT y r o j i o K A3HH (icaic xapaKTepHo 
CKa3ajiocb 3flecb nosepxHocTHoe HeBeKecTBO $paHu;y3CKoro 
Gypsya H n p e 3 p e i m e K C T a p o n , BeKOBOH KyjibTvpe). 
( I I , p. 196) 
The v i c t o r y of finance over c u l t u r e i s expressed somewhat l a c o n i c a l l y 
i n the piece 'Batum', Here Mandelstam's s a r c a s t i c observation t h a t 
the 'proezzhie kommersanti' found no obstacles i n a c q u i r i n g 
accommodation: 'O y e B H f l H o , j m p a n o G e K f l a e T 3anoHbi n p o c T p a H C T B a 1 ( I I I , 
p. 16), b r i n g s t o mind and c o n t r a s t s w i t h one of Mandelstam's e a r l y 
Acmeist t e n e t s ; t o vanquish space had, a f t e r a l l , been the prime 
task of the Acmeist ('Utro akmeizma', I I , p. 323), but when bourgeois 
businessmen invaded a long e s t a b l i s h e d c u l t u r e i t was no longer p o e t r y 
but money which vanquished space. 
At home i n Russia the a t t i t u d e towards c u l t u r e also d e t e r i o r a t e d 
r a p i d l y i n the l a t t e r h a l f of the n i n e t e e n t h c e n t u r y , when a very low 
value was ascribed t o ' b r a i n ' ('Zhak r o d i l s y a i umer 1, I I I , p. 59). 
That key t o the epoch, the f a n t a s t i c a l l y popular Nadson, was b l i n d to 
the w e a l t h of the Mediterranean c u l t u r e which Mandelstam valued so 
g r e a t l y , and a journey t o the home of t h a t c u l t u r e would i n no way 
have a f f e c t e d Nadson's poetr y : *... noxascH eMy cpeflH3eMHoe Mope, H OH 
B e e 6yneT neTb cBofi H f l e a n H CTpaflaiom.ee noKoneHHe, - paaBe w o n p n d a B H T 
Maincy H rpe6eH7> BOJIHW' (Shum vremeni, I I , p. 59). 
The second h a l f of the n i n e t e e n t h century a l s o saw the advent of 
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Darwin's O r i g i n of the Species, w i t h i t s theory of e v o l u t i o n which was 
so d i s t a s t e f u l t o Mandelstam. Only a f t e r the composition of 
Egipetskaya tnarka d i d Mandelstam discuss the theory and the mechanics 
o f e v o l u t i o n i n b i o l o g i c a l terms (when h i s i n t e r e s t i n matters 
b i o l o g i c a l had been s t i m u l a t e d by h i s f r i e n d s h i p w i t h B.S. Ku z i n ) . 
I n the years le a d i n g up to the w r i t i n g of Egipetskaya marka he was 
concerned p r i m a r i l y w i t h the idea of e v o l u t i o n and i t s e f f e c t on a r t 
formso I n '0 p r i r o d e slova* Mandelstam shows i t t o be completely a t 
odds w i t h t h a t sense of u n i t y and c o n t i n u i t y which he so valued i n 
a r t ; i t s e f f e c t on bo t h scholarship and l i t e r a t u r e was d i s a s t r o u s : 
' o . o yCbHUlHKHHaH HayVHVTO MHCJIb J i e rKHM H flOCTynKbIM 3BOJH0U.HOHH3MOM ... 
fljra jiHTepaTypbi SBOjiroujiOHHaH TeopHH o c o S e H H o onacaa ..«* ('0 p r i r o d e 
s l o v a ' , I I , pp. 242-243). Mandelstam considered t h a t modes of thought 
such as t h a t of e v o l u t i o n numbed the world's c u l t u r a l awareness 
because of t h e i r l a c k of discernment. This i s expressed i n both the 
c r i t i c a l a r t i c l e s and the poet r y . I n the former numbness i s 
emphasised i n the omnivorously predatory nature e x h i b i t e d by t h i s 
k i n d of thought: 'Hn^ero, KpoMe s p e r e i H , nycroro H xHin,Horos c 
OflHHaKOBoft scaflHOCTbio noaoipaiomero JIW6OH npe^MeT, jnoSyio snoxy' 
('Devyatnadstatyy vek', I I , p. 276). Here the s t u l t i f y i n g e f f e c t of 
nine t e e n t h - c e n t u r y thought i s expressed i n the image of e a t i n g , which 
i s used also i n '0 p r i r o d e s l o v a ' , where i t i s made a l l the more 
h o s t i l e i n being d e f i n e d s p e c i f i c a l l y as 'omnivorousness': 
* o * KaKaH-To jieHHBan BcenfliiocTb, orpoMHan THacenaH K B a - i K a . . . 
HHTepec KO BceMy ..." ( I I , p. 243). Gone are images of hearing which 
Mandelstam associated w i t h the s e n s i t i v i t y of a r t i s t i c c r e a t i o n , and 
in s t e a d there i s an a t t i t u d e t o a r t c h a r a c t e r i s e d by i t s ignorance 
a n d by i t s deathbound, barren n a t u r e . The i n a b i l i t y t o hear and the 
e f f e c t of t h i s o n the approach t o c u l t u r e are perhaps most c l e a r l y 
expressed i n the rough d r a f t s t o the Razgovor o Dante, where the c u l p r i t 
i s named as the n i n e t e e n t h century: 
... jiHTepaTypHoro BpeMeHH, KOTopoe MM nepecTarm cnbimaTt. 
... KyjibTyponoKJiOHCTBa, 3axjiecTHyBme.ro B n p o m n o M 
CTOJieraH yHHBepCHTeTGKyio H mKOjibHyw E B p o n y . . . cnxrorab H 
PH#OM npHAaromero 4>opwy aaKOB^ieHHoro HeBesscecTBo TOMy, 
HTO MOrjIO 6bl 6bITb KHBblM ... 
( I l l , pp. 181-182) 
Time and again Mandelstam r e t u r n s t o the f a c t t h a t the omnivorousness 
of the ni n e t e e n t h - c e n t u r y approach was f a t a l . I n the stanza of the 
poem 'Vek', given i n the Soviet e d i t i o n as the l a s t stanza i n the 
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o r i g i n a l manuscript of 1922 (Sov. ed.,no. 118), a d e a t h l y 
' b e z r a z l i c h ' e ' i s depic t e d . The a r t which e m e r g e d under an 
i n s e n s i t i v e , i g n o r a n t approach i s as barren a s the i n f l u e n c e which 
i n s p i r e d i t - as the a n a l y t i c a l French novel and the n i n e t e e n t h -
century 'poeziya n e b y t i y a ' demonstrate. Europe had l o s t t r u e p o e t r y , 
i t s a p p r e c i a t i o n of the 'Word*, and had in s t e a d acquired a c i v i l i s -
a t i o n whose i n f e r t i l i t y Mandelstam proclaims i n '0 pri-rode s l o v a ' : 
'EBpona 6e3 4>HJionorHH flaace He AMepnica; STO IJHBHIIH30BC1HH;IH Caxapa 
( I I , p. 250). The barrenness and s t u l t i f i c a t i o n epitomised i n the 
phrase 'poeziya nebytiya* i s revealed i n t h i s poetry's i s o l a t i o n , i t s 
s t r i c t confinement t o i t s own era - i n c o n t r a v e n t i o n of Mandelstam's 
cherished p r i n c i p l e s demonstrated i n '0 sobesednike'. A good 
example of t h i s i s t o be found again i n Mandelstam's somewhat 
s a r c a s t i c e v a l u a t i o n of Nadson: '... HenoHHTHbii i ee SBVK, no-roMy KTO 
ww—TO He noHHMaeM H He CJIHIIIHM, KaK. nonnMajiH H cjibimajiH OHJI' (Shum 
vremeni, I I , p. 60). The sarcasm here l i e s i n the f a c t t h a t Nadson's 
po e t r y demands o f the ' c h i t a t e l ' v potomstve' ( I I , p. 235) an a f f i n i t y 
w i t h the poet's own age, a requirement of which t r u e p o e t r y has no need, 
since i t can reach and i n s p i r e i t s 'tainstvennyy adresat' ('0 
sobesednike*, I I , p. 235) i n a f a r more spontaneous f a s h i o n . The 
q u a l i f i c a t i o n of nin e t e e n t h - c e n t u r y p o e t r y a s the p o e t r y of 'non-
being' i s of f u r t h e r s i g n i f i c a n c e i n t h a t i t i s rem i n i s c e n t of the 
phrase 'chad n e b y t i y a ' which occurs i n Mandelstam ' s p o e m from 1917: 
8CpeflH CBJimeHHHKOB neBHTOM MOJioflHM' ( I , no. 100). The f a l l of 
Jerusalem, which i s the su b j e c t of t h i s poem, was the r e s u l t of 
I s r a e l ' s breaking her covenant w i t h Yahweh. The 'poeziya n e b y t i y a ' i s 
the r e s u l t of a s i m i l a r s i n , f o r a s I s r a e l turned away from Yahweh, 
the n i n e t e e n t h century, i n i t s omnivorousness and i n s e n s i t i v i t y , 
turned away from C h r i s t i a n i t y t o the m o n o l i t h i c c u l t u r e s of the 
Buddhist w o r l d : ' f l e B H T H a f l u a T H H BBK 6HJI np OB OAHHKOM 6yflKftcicoro BJIHHHHH 
B e B p o n e i i c K o i t KyjibType. OH 6MJI KOCHTejieM nysoro, B p a a m e E i H o r o H 
MorymecTBeHHoro Havana ('Devyatnadstatyy vek', I I , p. 280). 
The f e a t u r e considered most important by Mandelstam i n d i s t i n g u i s h i n g 
t h i s 'Buddhist' c u l t u r e from h i s beloved H e l l e n i s t i c c u l t u r e , was 
t h a t the former, i n i t s monumentality, crushed man. This was a 
tendency which Mandelstam had e v i d e n t l y perceived i n the n i n e t e e n t h 
century through the medium of the Barbier poems, w i t h h i s own emphasis 
on the moulding of a f a c e l e s s , helpless human mass. H e l l e n i s t i c 
c u l t u r e , on the other h a n d , was based on respect f o r man the i n d i v i d u a l , 
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and the a r t associated w i t h i t w a s t h e r e f o r e - since i t accorded 
w i t h t r u e a r t ' s requirements f o r ' n ioSoBb H yBaaceHHe K c o 6 e c e A H H K y ' 
('0 sobesednike', I I , p. 240) - f r u i t f u l and a l i v e . 
Surrounded by a r t i s t s whose work was geared s t r i c t l y t o the age 
i n which they l i v e d , Mandelstam was s t r u c k by the resemblance of t h a t 
age t o the n i n e t e e n t h century. His a t t i t u d e towards the n i n e t e e n t h 
century and i t s a r t provides the background t o Egipetskaya marka -
the replacement of a t r u e c u l t u r e by an apparently more advanced, but 
i n r e a l i t y , s u p e r f i c i a l and deathbound c i v i l i s a t i o n , an i n s e n s i t i v e 
acceptance of a l l a r t , expressed i n terms of omnivorousness, c h a r a c t e r -
i s e d by an i n a b i l i t y to hear, and a t the basis of t h i s s o c i e t y and a r t 
- a fundamental d i s r e g a r d f o r the i n d i v i d u a l . 
Egipetskaya marka marks the low p o i n t i n Mandelstam's oeuvre i n 
terms of the s o c i e t y and of the a r t i t d e p i c t s . I t shows 
t h a t , because of the absence of respect f o r the i n d i v i d u a l , o r d i n a r y 
communications have broken down. Mandelstam, who valued communication 
even i n the most o r d i n a r y spheres of s o c i a l r e l a t i o n s , as a means of 
enhancing l i f e ('... npHBeTJiHBOCTH, KOTopan Bce-Tami yKpamaeT M3ffi>', 
Puteshestvie v Armeniyu, I I , p. 146) was soon made aware t h a t such 
communication no longer e x i s t e d f o r the man of the new system. 
Nadezhda Yakovlevna describes Mandelstam's f i r s t r e a l i s a t i o n o f t h i s 
f a c t s 
C KaMH B K y n e e x a r r a , BUTB MoaceT, xo3HHCTBeHHHKH HJTH 
paSoTHHKH n a p r a H H o r o a n n a p a T a , BO BCHKOM c j i y M a e JIJOAH 
H O B o r o rana ... MaHn,ejibmTaM ... cpa3y 3aMeTHJi, *rro OHH 
H e p a s r o B a p H B a i o T H TOJI&KO BpeMH OT BpeMero i UTHTHPVMT 
CTaTbio arm ra3eTy. ' H M He o ieM r o B o p H T t ' , - CKa3an OH . . . 
(N.Ya. I I , pp. 88-89) 
The s o c i e t y depicted i n Egipetskaya marka i s c h a r a c t e r i s e d by such 
non-communications there i s no place f o r human con s i d e r a t i o n s here. 
Hence, as w i l l be seen more f u l l y i n the sections d e a l i n g w i t h 
s e t t i n g s and c h a r a c t e r s , the world of Egipetskaya marka i s a very 
f r i g h t e n i n g one. 
A breakdown i n t h i s sphere was s u f f i c i e n t l y d i s t u r b i n g , but 
Mandelstara was also extremely a g i t a t e d by the breakdown which he 
perceived i n the w o r l d of a r t . I n Egipetskaya marka t h i s 
i s conveyed i n the a l l u s i o n s t o aspects of a r t which he b e l i e v e d t o 
be confined t o t h e i r own age, and also i n the v a r i o u s ways i n which 
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he c h a r a c t e r i s e s d i f f e r e n t a r t forms i n the work. Here Mandelstam 
f r e q u e n t l y emphasises the p e r n i c i o u s e f f e c t of the f r i g h t e n i n g and 
h o s t i l e s o c i e t y forming the background to c r e a t i v i t y ( t h i s w i l l be 
discussed i n d e t a i l i n Chapter F i v e ) . 
Breakdown and non-communication i n the w o r l d of a r t , i n a l l i t s 
d i f f e r e n t forms, represent the v i t a l o v e r a l l statement of 
Egipetskaya m a r k a. Tn t h i s the work closes a stage i n Mandelstam's 
a p p r e c i a t i o n of the h i s t o r y of c r e a t i v i t y , f o r i t d e p i c t s the advent 
of t h a t catastrophe whose imminence he had f i r s t i n d i c a t e d i n 1915: 
a r t as Mandelstam conceived o f i t no longer e x i s t e d : '... Bees xofl 
HOBefiraeft HCTOPHH, Ko-ropaH co crpaniHOH CHJIOH noBepHyjia OT x p H C T H a n c T B a 
K 6yflflH3My H reoco4>HH ... HCKyccTBa 6ojibme HeT ..,' ('Pushkin i 
Skryabin', I I , p . 314). Thus Egipetskaya marka i s indeed the product 
o f the extreme low p o i n t i n Mandelstam's confidence not only i n h i s 
own work, but i n the general c o n d i t i o n of a r t . This statement of h i s 
uneasiness and foreboding d i d not c l e a r the way f o r p o e t r y . I t d i d , 
however, rev e a l much of value i n respect of Mandelstam's own s i t u a t i o n 
and of h i s views on v a r i o u s subjects - from the r e v o l u t i o n of 1917 t o 
t h e o r i e s of prose composition. I t a s s i s t e d i n d e f i n i n g Mandelstam's 
p o s i t i o n i n s o c i e t y , although the r e s u l t a n t d e f i n i t i o n was not 
encouraging, i d e n t i f y i n g Mandelstam to a degree w i t h the underdog 
Parnok. However, the act of d e f i n i n g himself thus, and of s t a t i n g 
the h o s t i l e nature of s o c i e t y , was a step on the way t o 'Chetvyortaya 
proza*. Here a s p e c i f i c c a t a l y s t , the 'Dreyfus' a f f a i r , was to work 
upon h i s general foreboding to produce a new confidence. Mandelstam 
was now sure t h a t the p o s i t i o n of underdog was the only one which an 
a r t i s t o f i n t e g r i t y could adopt, given the c o n d i t i o n s of s o c i e t y a t 
t h a t time. 

Characters and C h a r a c t e r i s a t i o n i n Egipetskaya iuarka 
CoiniaJIbHbie paSJIHMHH H KJiaCCOBbie IipOTHEOnOJIOXHOCTH 
6jieflHeioT nepefl p a 3 £ . e j i e H H e M HKHe JiKmeii na fipy3eft H 
BparoB c j i O B a , 
('Slovo i k u l ' t u r a ' , I I , p, 223) 
Such was Mandelstam's assessment of the contemporary scene i n 
1921: the a t t i t u d e towards the 'Word', to p o e t r y , was the only v a l i d 
measure by which a man's character could be gauged. The opening words 
of t h i s q u o t a t i o n , w i t h t h e i r d i s t i n c t l y t o p i c a l f l a v o u r , e v i d e n t l y 
suggested an element of s o c i a l c r i t i c i s m t o the censor, and the pale 
'Vse drugie r a z l i c h i y a ' ( I I , p. 625) w e r e s u b s t i t u t e d . Mandelstam's 
i n t e n t i o n i n mentioning such ' s o c i a l ' and 'class' d i f f e r e n c e s however 
i s r a t h e r a s a r c a s t i c d i s m i s s a l of the standards o f the day and an 
a f f i r m a t i o n of the power and l a s t i n g value of p o e t r y . The d i s t i n c t i o n 
between enemies and l o v e r s of the 'Word' remained a p r i n c i p l e of prime 
importance to him. I t i s very much a s i g n of the times i n which 
Egipetskaya marka was w r i t t e n t h a t i t should abound w i t h characters 
h o s t i l e t o the Word. Indeed, the characters are f o r the main p a r t f a r 
removed from any thoughts connected w i t h a r t . Their main i n s t i n c t i s 
t h a t of s e l f - p r e s e r v a t i o n and the c o n s i d e r a t i o n of o t h e r s - a p r i n c i p l e 
which the poet must respect ('0 sobesednike', I I , p. 233) - i s a h a b i t 
long f o r g o t t e n . 
More than any other work by Mandelstam Egipetskaya marka gives 
the impression of being saturated w i t h characters. I t i s a teeming 
w o r l d reminiscent of Gogol's c r e a t i o n s . For a r e l a t i v e l y s h o r t work 
i t does have a l a r g e number of characters, and these are apparently 
m u l t i p l i e d by the d i v e r s e methods of c h a r a c t e r i s a t i o n which Mandelstam 
employs and also by the p e r s o n i f i c a t i o n of a b s t r a c t concepts such as 
Time, Memory and Fear. The author i s ever present, e i t h e r i n d i r e c t l y 
a u t o b i o g r a p h i c a l references or through a s s o c i a t i o n w i t h the c e n t r a l 
character, Parnok. For i t i s the characters who c a r r y much of the 
a u t o b i o g r a p h i c a l background o f the work, since s e v e r a l o f them, a s w i l l 
be seen, are r e f l e c t i o n s o f people whom Mandelstam knew p e r s o n a l l y . 
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( i ) Parnok 
Parnok i s by f a r the most complex character i n the work and i s 
d i s t i n g u i s h e d from the others i n belonging n e i t h e r to the camp of the 
v i c i o u s and mercenary (Krzyzanowski, Mervis, the barber, the d e n t i s t , 
the laundress, the crowd), nor t o those u n w i l l i n g t o ( o r incapable o f ) 
making any k i n d of p r o t e s t ( B r u n i , Shapiro), Parnok i s t i m i d , b u t he 
i s a l so possessed of a l t r u i s t i c b u r s t s of courage. 
Parnok's c e n t r a l importance t o the work i s i n d i c a t e d a t once by 
the f a c t t h a t i t i s h i s nickname ( I I , p. 19) which provides the t i t l e 
of the work. The nickname i m p l i e s a l l the danger and i n s t a b i l i t y 
i n h e r e n t i n Parnok's s i t u a t i o n as a l i t t l e man i n a v i c i o u s s o c i e t y , 
f o r an Egyptian stamp was one which could very e a s i l y be destroyed: 
fleno B TOM, w o e r a n e T C K H e wapKH Havana Beica ... BO 
H36escaHne BTopHTiHoro H X Hcnojib303aHHH, ne^aTanHct Ha 
OCO6OH 6yMare, noKpbiTOH pacTBOpHMMM cocTaBOM, Taic «ITO, 
npH nonbiTKe CMHTB nrreMnenb HJIH flaxce npK 0TnapK3£HHii c 
KOHBepTa CXOftHJI H B e c b pHCVHOK MapKH.^^ 
I n the c h a r a c t e r i s a t i o n of Parnok Maudelstam employs almost 
every device used i n h i s previous and s u b s e q u e n t prose works: Parnok 
i s d e f i n e d by h i s food , h i s c l o t h e s , h i s speech, the way he walks, the 
s t r e e t i n which he l i v e s . (Only c h a r a c t e r i s a t i o n by reference t o 
drawing i s not apparent i n Parnok's c h a r a c t e r i s a t i o n : t h i s d i d not 
begin t o appear u n t i l the 'Zapisnye k n i z h k i ' t o the Puteshestvie v 
Armeniyu ( I I I , p. 151), when the complex of drawing imagery was so 
s t r o n g i n the poetry - I , nos. 201, 205, 206). Mandelstam's 
d e s c r i p t i o n s of Parnok are never p u r e l y f o r the sake of d e s c r i p t i o n : 
they always p o i n t to some e s s e n t i a l f e a t u r e of h i s character. This 
accords w i t h Mandelstam's p r a i s e of Darwin's l i t e r a r y s t y l e f o r 
p r e c i s e l y t h i s approach: ? 0 H HHKorna He o i i H C M E a e T , - OH TonbKo 
x a p a K T e p i i s y e T ...' ( ' L i t e r a t u r n y y s t i l ' D a r v i n a 1 , I I I , p. 173). I n 
the 'Zapisnye k n i z h k i ' , Mandelstam i m p l i e s t h a t the p h y s i c a l appear-
ance of a character can be taken as a symbolic r e p r e s e n t a t i o n of h i s 
nature ~ although t h i s should never be explained t o the person 
i n v o l v e d : 'Bnpo^ieM, HHKorfla He paCTOJIKOBMBaATe n e j i o B e x y CHMBojiHKy ero 
4> H 3 H i e c K o r o o 6 j m K a . 3TOH S e c T a K T H O c r a He npomaioT flasce nyimeMy ftpyry' 
( I I I , p. 157). This f o l l o w s a paragraph i n which Mandelstam takes a 
c l e a r d e l i g h t i n the 'symbolic' r e p r e s e n t a t i o n of one A n a t o l i y 
Kakavadze. He c o n s t a n t l y i n t e r p r e t s characters by t h e i r p h y s i c a l 
appearance - not only i n Egipetskaya marka and the 'Zapisnye k n i z h k i ' , 
but i n . h i s prose works i n general ( f o r example the d e s c r i p t i o n of 
Y u l i y Matveich i n Shiim vremgiii. I I , pp. 83-85, and of Professor 
Ehachatur'yan i n Puteshestvie v Armeniyu I I , p. 139). 
Parnok i s a curious compound of d i f f e r e n t i n f l u e n c e s , 
m y t h o l o g i c a l and l i t e r a r y , i n which the works of Gogol and Dostoevsky 
p l a y a prominent p a r t . There are three main tendencies i n Parnok 1s 
character: the s e l f - e f f a c i n g ' l i t t l e man', the e c c e n t r i c Petersburg 
snob, and the a l t r u i s t i c , i r r e s p o n s i b l e music-lover. Although these 
tendencies c o n t r a s t so sharply, there are several occasions on which 
the three are i n t e r r e l a t e d . I n a l l three there are c e r t a i n 
resemblances between author and hero, but i t i s the t h i r d which 
provides the c l o s e s t p o i n t of contact. Nadezhda Yakovlevna has 
described Mandelstam's own impetuous courage i n a t t e m p t i n g t o rescue 
others (N.Ya. I , pp. 120-123), which i d e n t i f i e s him w i t h the Parnok 
who makes an a l t r u i s t i c attempt t o save a v i c t i m from the crowd 
( I I , pp. 16-22). I n Sgipetskaya marka i t s e l f the author reveals the 
p o t e n t i a l f o r such courage i n h i s childhood concern f o r the v u l n e r a b l e 
Shapiro ( I I , p. 12). 
None of the major characters i s Russian (a f a c t which must t o 
the Russian ear c o n t r i b u t e t o the a i r of vagueness and confusion 
which pervades the work), and Parnok i s no exception. I t seems 
reasonable t o assume t h a t , l i k e Mandelstam h i m s e l f , he i s Jewish. I n 
the l a s t chapter of the work i t can be seen t h a t author and here have 
a common ancestor i n Aunt Johanna (Parnok, p. 37; Mandelstam, p. 39) 
and t h a t B i r o n , Duke of Courland, played a p a r t i n the h i s t o r y of 
both (Parnok, I I , p. 37), f o r he brought the f i r s t Mandelstam t o 
Russia as c o u r t j e w e l l e r (N.Ya. I I , p. 577). Parnok, however, also 
shares Mandelstarn's other ancestry - t h a t of l i t e r a r y predecessors, 
and most n o t a b l y Dostoevsky's Golyadkin and Pushkin's Evgeny of Mednyy 
vsadnik, as i n d i c a t e d i n Egipetskaya marka ( I I , p. 37). 
The name Parnok i s of great importance i n c o n s i d e r i n g the 
ch a r a c t e r . Mandelstam was acquainted w i t h a c e r t a i n V a l e n t i n 
Yakovlevich Parnakh, who was a member of the 'Tsekh poetov' from 
February 1913. R.D. Timenchik has pointed t o the r e l a t i o n s h i p between 
V a l e n t i n Parnakh and the Parnok of Egipetskaya marka i n h i s a r t i c l e 
'Zametki ob akmeizme', where he notes t h a t Parnakh was the author of 
a poem e n t i t l e d 'Arab', and of a c o l l e c t i o n 'Samuni' - b o t h of which 
4 are r e f e r r e d t o , i n close p r o x i m i t y , i n Egipetskaya marka ( I I , p. 30) 
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Parnakb's s i s t e r changed her name to the le s s obviously Jewish, i f 
somewhat b i z a r r e , Parnok.. The amended v e r s i o n e v i d e n t l y a p p e a l e d t o 
Mandelstam, f o r i t i s t h i s name which appears i n h i s l e t t e r s : 'Hiypa 
3KHBCT y Moero n p i i H T e j i H HapHOKa' ( I I I , p. 202). Bearing i n mind 
Mandelstam's tendency f o r a s s o c i a t i o n , and p a r t i c u l a r l y phonetic 
a s s o c i a t i o n , i t seems t h a t Omry Ronen i s q u i t e r i g h t i n supposing 
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'Parnok' t o be a metonym f o r 'parno'kopytnyy „ The name accords w i t h 
a tone e s t a b l i s h e d a t the o u t s e t : the w o r l d of Egipetskaya marka i s 
not human, b u t populated by v i c i o u s b i r d s of prey and loathsome 
' i n s e c t s , as w i l l be seen i n the discussion o f the crowd. Parnok's 
patent l e a t h e r shoes, so obviously out of place i n a s o c i e t y where 
even the crudest k i n d of footwear was d i f f i c u l t to o b t a i n , b e t r a y a t 
once h i s inappropriateness i n the s e t t i n g of Egipetskaya marka and h i s 
t i m i d ovine tendencies: '.., T o n T a n no H e n p o c o x n m t i rpoTyapaM oBe^BHMH 
KOiiMTU,£MH.' ( I I , p. 10). While such animal a t t r i b u t e s h i n t a t the 
monstrous s a t y r - l i k e nature of the t a i l o r Ke.rvis ( I I , p . 33), the f a c t 
t h a t Parnok i s i d e n t i f i e d s p e c i f i c a l l y w i t h the s h e e p i s s i g n i f i c a n t . 
I n Mandelstam's prose the sheep i s separated from t h e goat a f t e r the 
b i b l i c a l manner (Matthew 25. 32), and the goat i s i n v a r i a b l y h o s t i l e 
( f o r example, 'Slovo i k u l ' t u r a ' , I I , p. 223). I n Mandelstam's p o e t r y 
the sheep i s u s u a l l y associated w i t h dependence ( I , no. 79) and 
i n t u i t i v e warmth ( I , no. 127) - q u a l i t i e s which would be respected 
n e i t h e r by the c i t y nor by i t s i n h a b i t a n t s as they are depicted i n 
Egipetskaya marka. Parnok's hooves are perhaps of f u r t h e r s i g n i f i c a n c e 
i n t h a t they demonstrate a regression t o the animal s t a t e and ( i n 
e v o l u t i o n a r y terms) an ada p t a t i o n to h i s environment, making him able 
to m a i n t a i n h i s balance i n the s l i p p e r y , m e l t i n g snow and i c e of e a r l y 
s p r i n g . The. name Parnok, thus l i n k e d w i t h the un a s s e r t i v e sheep, 
reveals the submissive nature of the l i t t l e man, so prominent a f e a t u r e 
i n the works of Gogol and Dostoevsky. Indeed, the d e r i v a t i o n of the 
name i s d i s t i n c t l y reminiscent o f Gogol, f o r Mandelstam has reduced 
Parnok t o one e s s e n t i a l d e t a i l - h i s shoes - j u s t as, f o r example, 
Gogol embodied the whole character of the t a i l o r P e t r o v i c h i n the image 
of h i s b i g toe w i t h i t s u n s i g h t l y toe n a i l ( S h i n e l ' ) . The technique 
of r e d u c t i o n to a c a r i c a t u r a l d e t a i l had been used e a r l i e r i n 
Mandelstam's work, i n Shum vremeni. Here Sergey Ivanych was reduced 
t o the image of a c i g a r e t t e , and c i g a r e t t e smoke pervaded h i s f l a t and 
ch a r a c t e r i s e d the nature of h i s ideas ( I I , pp. 79-82). Parnok's shoes 
also have a t w o - f o l d purpose i n c h a r a c t e r i s a t i o n : they d e f i n e h i s 
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sheep-like n a t u r e and r e l a t e h i m to a character vrho appeared b r i e f l y 
i n the sketch 'Kiev'. This r e l a t i o n s h i p h i g h l i g h t s the side of Parnok's 
character which i s n u r t u r e d by the pretensions o f Petersburg s o c i e t y : 
' O H H eme noMHHT nocneflHero K K e B C K o r o CHo6a, KOTOPMH XO#HJI ... n 
jiaKOBbix Ty4uiHx-j ioflO«iKax H C KjieT^iarbM m i e / j o M ...' ( I l l , p. 5 ) . The 
movements of the ' l i t t l e sheep hooves' are, however, r e l a t e d completely 
t o the u n a s s e r t i v e side of h i s nature - they are t i m i d s h u r r i e d and 
nervously i m p u l s i v e : 'shiSeraji', 'TonoTan' ( I I , p. 10); *3a6eacaji' ( I I . 
p . 18); 'noMnajicn', '3a6exan', 'GPOCHJICH', 'SeHan, npHCTyxHBaa ... 
OBeqbHKH KonhtTuaMH' ( I I , p. 1 9 ) . Parnok bears a s i n g u l a r resemblance 
to one of Egipetskaya marka's Jewish p r o t a g o n i s t s i n the u n n a t u r a l 
manner i n which he moves. He shares w i t h Genrikh Yakovlevich a 
c h i l d i s h nature and t o y - l i k e movements: 
A renpHx flKOBjieBH^i c nerxocTbio OOJIOHKH 6eran ... ( I I , p. 30) 
H HapHOK KygapeM CKHTajicH ... ( I I , p. 18) 
Movement was of g r e a t importance to Mandelstam, Nadezhda Yakovlevna 
describes how i t i n v a r i a b l y accompanied composition f o r him (N.Ya. I , 
p . 192) and Mandelstam r e f e r s t o i t i n both prose and p o e t r y i n the 
d e f i n i t i o n of c e r t a i n c h a r a c t e r i s t i c s . When the movements are p r e c i s e , 
d e f i n i t e and r e l a x e d , the character i s possessed o f c e r t a i n t y and 
confidence; when they are n o t , they b e t r a y d i f f i c u l t y and nervous 
u n c e r t a i n t y . This i s c e r t a i n l y not an i n n o v a t i o n i n c h a r a c t e r i s a t i o n . 
Both T o l s t o y and Dostoevsky make use of i t : Anna Karenina's e s s e n t i a l 
grace i s revealed i n the l i g h t n e s s and swiftness of her step, i n 
c o n t r a s t to Karenin's ungainliness, and Ivan Karainazov's t o r t u r e d 
contemplations are shown i n h i s g a i t . I n Shum vremeni the movements 
of both Mandelstam's grandmother ( I I , p. 68) and the u n f o r t u n a t e 
"web-footed' Y u l i y Matveich ( I I , p. 85) are conveyed i n the verb 
" s e m e n i t " . I n the case of the former i t reveals t i m i d i t y i n t r y i n g 
to please her guests and i n the l a t t e r i t i m p l i e s a l l the d i f f i c u l t y 
which e x i s t e d i n communicating w i t h Y u l i y Matveich, e s p e c i a l l y when 
i t came t o borrowing money from him. Such movements resemble those of 
Parnok and also those of c e r t a i n l i t e r a r y heroes who shared h i s 
u n c e r t a i n t y . Mandelstam h i m s e l f uses the verb t o describe the move-
ments of Akakiy Akakevich: '... *iHHOBHn*ieK B B e T x o i i nmHejiHraxe c e M e r o r r 
no TpoTyapy ...' ('Yakhontov', I I I , p . 112). S i m i l a r l y Golyadkin i n 
Dostoevsky's Dvoynik walks w i t h mincing s t e p s ^ , as does the much 
preoccupied N i k o l a y Ableukhov i n Bely's Peterburg: 'bystrekhon'ko 
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zasemenil' „ Movements such as those of Hamlet i n Mandelstam's 
Vosmistishiya ( I , no. 281) corac i n marked c o n t r a s t t o those of people 
who-walk and work w i t h c o n v i c t i o n : f o r example Beethoven ( I , no. 72), 
the b i o l o g i s t Kuzin (Puteshestvie v Armeni^u, I I , p. 148), and above 
a l l Dante: sDIar, conp;raeHHbiH c H u x a H b e M H HacbimeHHfaiH Mbicju.ro, flaHT 
nonHMaeT xaic n a * i a j i o HPOCOAHH' (Razgovor o Dante I I , p. 367). The 
r e d u c t i o n of Parnok to the grotesque l e v e l of a sheep's hooves i s 
r a t h e r more d r a s t i c , and also more banal - both f e a t u r e s t y p i c a l of 
Egipetskaya marka as a whole. The device does serve, however, t o 
i d e n t i f y Paruok f i r m l y w i t h the camp of the p e d e s t r i a n s , as opposed t o 
Krzyzanowski w i t h h i s l u x u r i o u s c a r r i a g e and the i n i m i c a l cabbies ( s e e 
below a l s o , p. 73). The dichotomy between p e d e s t r i a n and r i d e r i s one 
noted also by Gogol i n h i s HevskiyProspekt g where once more i t i s the 
l i t t l e man, Piskaryov, who i s the p e d e s t r i a n : 
ToMy cyflbda A a j i a n p e K p a c H e i i n m x j i o m a f l e f t , H OH p a B H C f l y n m o 
KaTaeTcn Ha HHX . . . T o r n a icaic APyroe, KOToporo cepflue 
r o p H T j iomaAHHoio CTpacTbro , HAST n e i m c o M . ^ 9 
I t i s no doubt of some s i g n i f i c a n c e t h a t the c e n t r a l character of 
Egipetskaya marka, w r i t t e n at a time when Mandelstam n o longer 
possessed t h a t ' c o n v i c t i o n ' he deemed necessary f o r the composition 
of p o e t r y , should move w i t h a l l the u n c e r t a i n t y and t i m i d i t y of 
Russian l i t e r a t u r e ' s ' l i t t l e man'. 
J u s t as Parnok's footwear i s of importance i n assessing h i s 
c h a r a c t e r , s o are h i s coat and h i s s h i r t , of which the c r u e l w o r l d 
deprives him; the l i n k w i t h Shine1' i s evident here. I n b o t h Gogol 
and Mandelstam the coat i s a feminine e n t i t y , and both Akakiy 
Akakevich and Parnok d i s p l a y a marked l a c k of confidence i n t h e i r 
dealings w i t h the opposite sex. A d i r e c t statement of t h i s i s 
heralded i n Egipetskaya marka by the i n f o r m a t i o n t h a t the coat, which 
t o most young m a n would be a 'podruga*, i s t o Parnok a 'miloy s e s t r o y ' . 
I t i s the e a r t h l y ' s h e l l ' i n t o which the defenceless l i t t l e man might 
s h r i n k . The morning coat i s a f i t t i n g accompaniment f o r the p a t e n t 
l e a t h e r shoes, f o r i t i s designed s p e c i f i c a l l y f o r a dandy, and 
Parnok's c o n s o l a t i o n on being deprived of i t i s t h a t of a dandyish 
snob: t h a t the t a i l o r ' s t a l e n t d i d not extend t o the c r e a t i o n of such 
f i n e r y . 
I n Parnok's l a c k of success w i t h l a d i e s , the s e l f - e f f a c i n g l i t t l e 
man and the Petersburg snob are drawn c l o s e l y together; indeed the 
h a b i t s of the snob provide another p r o t e c t i v e s h e l l f o r Parnok. L i k e 
Dostoevsky's Underground Man"*^, Parnok expects events t o run along 
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those l i n e s he has envisaged i n h i s i m a g i n a t i o n . But the l a d i e s 
cannot appreciate such an- im a g i n a t i o n . The only language they can 
understand i s a ' w i l d , g randiloquent, b i r d y language' ( I I , p. 11, used 
also by the l a s t Kievan snob, I I I , p. 5) which accords w i t h the 
p i c t u r e o f s o c i e t y i n Egipetskaya marka as being f a r from human. This 
language, used b y Parnok i n h i s l e t t e r s , i s fashioned by the c o l d and 
m i l i t a r y character of Petersburg; 
... npocrpaHCTBO MeKAy MHJLTIKOHHOH, AflMHpan&TeHCTBOM H 
J leTHiiM caflOM HM 3aHOBO OTnuindiOBaHO K npHEefleno B n o j i n y w 
GoeByio TOTOBHOCTB, KaK 6pn j inHaHTOBbai K a p a r . 
( I I , p. 13) 
There i s an a d d i t i o n a l , p a t h e t i c note of humour here, f o r Parnok 
composed such e p i s t l e s against the background of the r e v o l u t i o n a r y 
machinations of 1917. Kis concept of things m i l i t a r y , and h i s a p p l i c -
a t i o n of such imagery i n l e t t e r s , i n d i c a t e s h i s hopeless d i s l o c a t i o n 
from the a c t u a l events. Mandelstam's condemnation of such a r t i f i c i a l 
language and r e l a t i o n s h i p s i s stressed, by the f a c t t h a t Parnok uses 
'English l a i d paper w i t h watermarks' ( I I , p. 13) - as incongruous a 
possession as Parnok's patent l e a t h e r shoes i n the Petersburg of 
Mandelstam's experience. Such paper appears on several occasions i n 
Mandelstam's works, and i n each instance i t s a s s o c i a t i o n s are h o s t i l e . 
I n 'Chetvyortaya proza' the grandiose c o n t r a c t he signs w i t h the 
Beelzebub of the State P u b l i s h i n g House i s on Whatman paper ( I I , 
p. 190), and i n the 'Razgovor o Dante' those incapable of understand-
i n g Dante imagine t h a t h i s compositions assumed t h e i r f i n a l form 
immediately on the f i n e s t q u a l i t y paper ( I I , p. 384, see also '0 
perevodakh* I I , p. 434, and 'Zhak r o d i l s y a i umer', I I I , p. 58). 
The p o e t r y s t a t e s openly t h e purpose t o which such elegant paper i s 
pu t : 
Ha noraineHCKOH 6yMare Bepace . . . 
o „ „ KaKu,ejiHpcKHe nra^KH 
I lHiiryT H rannyT CBOH panopT^mcH. ( I , no. 219) 
Through references t o clothes and language Mandelstam demonstr-
ates t h a t Parnok i s v u l n e r a b l e t o the 'Petersburg' disease which 
although apparently no more dangerous than i n f l u e n z a , has the most 
m a l i c i o u s e f f e c t s ( I I , p. 13). I t s v i c t i m s never reach m a t u r i t y and 
they are as c o r r u p t as those chosen few t o whom s p e c i a l favours were 
granted b y the W r i t e r s ' Union and s i m i l a r i n s t i t u t i o n s - here 
Mandelstam gives h i n t of t h e i n v e c t i v e he was t o launch against such 
favoured ones i n 'Chetvyortaya proza' and the. poem ' K B a p r a p a raxa, 
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icaK 6 y M a r a ' ( I , no. 272). Mandelstam would deposit these super-
f i c i a l d i l e t t a n t e s i n S e s t r o r e t s k , which had already been shown i n 
Shum vremeni t o be a s u i t a b l e l o c a l e f o r such gatherings ( I I , p. 94, 
where i t i s the home of the f i c k l e Natasha). There they c a r r y out 
t h e i r h o s t i l e a c t i v i t i e s : h e a t i n g the samovar w i t h pine cones, those 
' g o t h i c ' s t r u c t u r e s of which Mandelstam was so fond (Puteshestvie v 
Armeniyu, I I , p. 150), and t a l k i n g t o two s i n g u l a r l y u n a t t r a c t i v e 
e n t i t i e s - the man who s e l l s crabs (the h o s t i l e a s s o c i a t i o n s of which 
are discussed i n Chapter Three, s e c t i o n ( v ) ) and the postmen who c a r r y 
l e t t e r s which have already been seen to be t o t a l l y a r t i f i c i a l . Parnok, 
then, has been subjected to the i n f l u e n c e of Petersburg h i g h s o c i e t y . 
This i s r e f l e c t e d i n the curious n o t i o n of time possessed by those who, 
l i k e Parnok, l i v e on the Kamennoostrovskiy prospekt. For them time 
i s reckoned i n d y n a s t i e s , not years. This grandiose i n t e r p r e t a t i o n 
r e c a l l s Mandelstam's childhood impressions of the concerts a t Pavlosk, 
where the conductors seemed t o belong to dynasties (Shum vremeni, I I , 
p. 45). Although n u r t u r e d by Petersburg l i f e Parnok, l i k e Mandelstam, 
i s unsuited t o i t s grandiose p r e t e n t i o n s . Mandelstam w a s not a 
l e g i t i m a t e member of the concert audience i n h i s childhood ( I I , p. 70) 
and s i m i l a r l y Parnok has no s t r a i g h t f o r w a r d r e l a t i o n s h i p w i t h the 
worlds of h i s t o r y and music: ' f t m c a H napa6ojia c o e f l n H H j i a I l apHOKa c 
napanHHMH ampHJianaMH HCTOPHH H MVSHKH' ( I I , p. 11). The a r t i f i c i a l 
conventions of s o c i e t y here, as i n the case of the ' p t i c h i y yasyk' 
( I I , p. 11) belong t o the ' w i l d 1 animal w o r l d of Egipetskaya m a r k s , 
a w o r l d from which Parnok was l i k e l y t o be e j e c t e d at any moment. 
Parnok i s spurned by every s e c t i o n and generation of s o c i e t y and 
there i s a constant emphasis on the 'wildness' of t h a t s o c i e t y , 
whether i t be p r e - r e v o l u t i o n a r y or p o s t - r e v o l u t i o n a r y . This i n d i c a t e s 
t h a t there i s one p a r t i c u l a r human c h a r a c t e r i s t i c which c o r r u p t s , no 
matter how h i g h the i d e a l s - namely the animal i n s t i n c t t o s u r v i v e 
and prosper a t the expense o f others. Parnok's f a t e of r e j e c t i o n i s 
i n h e r i t e d from Dostoevsky's heroes: Makar Devushkin, Golyadkin and 
the Underground Man are a l l t o r t u r e d by an awareness t h a t f a i l u r e and 
h u m i l i a t i o n are close at hand, and the lowest p o i n t of t h e i r careers 
i s marked by an unceremonious expulsion. Shades of Dostoevsky are 
present i n Parnok's i n a b i l i t y t o c o r r e c t h i s p o s i t i o n . He cannot put 
an end t o h i s 'lap-dog' submission to the shabby ' f e l i n e ' b e l l e s of 
Petersburg, nor can he t a c k l e Krzyzanowski w i t h o u t being decently c l a d 
( I I , p. 37) - j u s t as Dostoevsky's Underground Man cannot imagine h i s 
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purposeful c o l l i s i o n with the o f f i o e r . u n t i l he has enhanced h i s coat. 
I n a b r i l l i a n t l y l a c o n i c a l remark on the intentions to recover the 
coat, Mandelstam conveys a i l Parnok's e s s e n t i a l c h a r a c t e r i s t i c s : 
TyT npoMenhKHyjni B M03ry e r o ropHHeMHtte oSpasw POMSHOB 
Bani>3aKa H CTeH#ami: Monoflwe J IWAH, 3aBoeBbiBarcmiie IlapHzc 
H HocoBbiM imaTKOM o6MaxHBaionp-ie Ty$nH y Bxofla B ocoSroiKH, 
- H OH OTnpaBHJICH OTOHBaTb BKSHTKy. 
( I I , p. 8) 
H e r e i s Parnok's romantic imagination, constantly susceptible to 
l i t e r a r y influence, here i s h i s Golyadkin-like tendency to f o r t i f y 
himself against humiliation by l i t e r a r y or h i s t o r i c a l reminiscences"**. 
Here too the imagination of the Petersburg snob contrasts humorously 
with the sheer bathos of the return to the most prominent feature of 
the l i t t l e man - h i s shoes. There i s s i m i l a r bathos i n the second 
evocation of Balzac's hero, Lucien de Rubempre, who seems to be 
associated with Aphrodite. His crude r u s t i c dress and h i s horror of 
concierges (another feature shared with Parnok, ( I I , p~. 10)) are cured 
by shaving lather; 'OflHajK^bi OH 6PHJICH B CHacTJIHBHH PJIH ce6n n;eHb H 
6yn,ymee pofinriocb H3 MbuibHOH neHbi' ( I I , p. 9 ) . Parnok's v i s i t to the 
barber i s perhaps inspired by t h i s l i t e r a r y reminiscence with the hope 
that h i s lack of clothing w i l l be s i m i l a r l y r e c t i f i e d . I t i s most 
s i g n i f i c a n t that the French heroes should be associated with such 
'hygienic' processes, since they introduce a theme which recurs con-
s t a n t l y i n the work. Parnok's schoolfellows (with whom he was as 
unpopular as he was with the concierges) had christened him 'Egyptian 
Stamp', a name which implies the p o s s i b i l i t y of destroying Parnok by 
some sort of washing or cleaning process. I t i s evident from Shum 
vremeni that Mandelstam considered the overly hygienic and s t e r i l e to 
be of the order of Dostoevsky's Crystal Palace, too a r t i f i c i a l l y perf-
ect to be connected with l i f e . Thus l i f e and hygiene are contrasted: 
" . . . B caMyw BbnaMiHtieHHyio pyccicyio nntojiy BopBeTCH K H S H B . „. * (Shum 
vremeni, I I , p. 86). S i m i l a r l y , references to cleaning and washing i n 
Egipetskaya marka are h o s t i l e . Parnok and h i s l i t t l e hooves, brought 
to mind i n the image of the French heroes cleaning t h e i r shoes, can 
be no match for the wiles of Mervis, who inevitably r e t a i n s the coat. 
The loss of Parnok's s h i r t i s s i m i l a r l y i n e v i t a b l e , and i t i s f i t t i n g 
that he should lose i t while i t is- undergoing the washing process at 
the laundry. Parnok, however, seems drawn to challenge each example 
of cleaning which threatens h i s existence. He plunges ever deeper 
into the steam o f the laundry, as he does into the barber's basin. 
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Despite the f a c t tliat the dentist i s introduced by the ominous raven-
bootblacks (another cleaning process ~ I I a p. 15) Parnok nevertheless 
immerses himself i n that h o s t i l e element, ami when impelled to leave 
to undertake a desperate rescue attempt, he sees h i s potential 
enemies as brush salesmen ( I I , p. 17), Defeat i n t h i s , a s i n a l l 
e l s e , i s sure, and i t s imminence i s heralded by the ominous dance of 
the floor cleaners ( I I , p. 22). Even that uncanny Petersburg 
phenomenon, the white night, seems ready at any moment to destroy the 
surroundings, for i t too i s associated with a washing process ( I I , 
p. 29). The laundress, the barber and the dentist, associated with 
cleaning are magnificent p o r t r a i t s of those forces which reduce Parnok 
to the state of a helpless victim, and a l l three belong to Egipetskaya 
marka's non-human kingdom. At the barber's Parnok undergoes the cruel, 
treatment which had been i n f l i c t e d upon Gogol's 'Madman', and Parnok 1s 
entreaty for mercy r e c a l l s that i n Gogol's story: 'MaTymKa, cnacn 
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TBoero CeAKoro c u i i a ! ... ej-iy HeT MecTa Ha c s e v e l ' . The shame and 
humiliation v i s i t e d upon Parnok here correspond with that experieiiced 
by Mandelstam himself l a t e r i n t h e work ( I I , p. 39). I t i s surely s i g -
n i f i c a n t that such torments should be i n f l i c t e d upon Parnok not i n 
the 'sumasshedshiy dom', as i n the case of Gogol's character, but 
during the everyday practice of a v i s i t to the barber. Parnok i s very 
much the s a c r i f i c i a l v ictim of t h i s t e r r i f y i n g society. I n the 
depiction of h i s s a c r i f i c e can be seen a d i s t o r t i o n of t h e demands 
for heroism and s a c r i f i c e i n the poet (see Chapter One, section (ii))„ 
The v i c t i m of Egipetskaya marka, however, i s no impressively heroic 
figure. At the hands of the barber, who i s as inimical here as he i s 
elsewhere i n Mandelstam's poetry and prose ( I , no. 267, 'Sukharyovka' 
I I , p. 133), Parnok i s reduced to the state of a timorous rabbit, 
bending h i s head to the 'executioner's block' as sacramental o i l i s 
poured on h i s head. 
The dentist i s no more a t t r a c t i v e a figure than the barber. 
Once again this i s thoroughly i n keeping with Mandelstam's other work. 
I n Shum vremeni the groans of dental patients are singled out as part 
o f a rather unattractive picture c f the Riga coast ( I I , p. 69). I n 
Egipetskaya marka the dentists' association with aeroplanes ( I I , p. 15), 
insects ('khobot' I I , p. 16), and snakes ( I I , p. 18) render him 
thoroughly unsavoury. The most impressive picture, however, i s that 
o f the laundress. She i s evidently i n league with Krzyzanowski (both 
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are Polish) and amidst her twittering, b i r d - l i k e laundry g i r l s she 
ensures that her business i s in harmony with those i n power - a 
feature a l l too common i n the society of Mandelstaia's own experience. 
This i s not the f i r s t instance of Mandelstam's d i s l i k e of the laundry 
trade. I t appears with great insistence i n 'Nachal'nik porta 1 
('Feodosiya', I I , p. I l l ) i n the description of a character noted for 
the unpleasantly a r t i f i c a l way i n which he deals with others. The 
starch of the laundry i s to him a sign of h i s superiority, of the 
'joyful subordination' which he prizes i n a well-ordered hierarchy 
si m i l a r to that so fervently supported by the laundress of Egipetskaya 
marka. Subjected to the laundress' heavy irons, Parnok's s h i r t has 
acquired c h a r a c t e r i s t i c s which no longer make i t suitable for such a 
timid figuret HarjiOTaBraaacH SynaBOK, B C H B TOHKVKJ nojiocjcy uBeTa 
cnenoH qepenmn' ( I I , p. 1 6 ) . I t has a p o t e n t i a l l y i n i m i c a l sharpness 
and .a colour which has been seen by Nadezhda Yakovlevna to point to 
Krzyzanowski's p o l i t i c a l a f f i l i a t i o n s , since the s h i r t belongs to him 
eventually (N.Ya. I I , p. 5 9 0 ) . The cherry i s , however, associated 
i n Mandelstam's work with parting - j u s t as Parnok i s to be parted 
from h i s s h i r t . The cherry appears i n such contexts i n the poem 
' H T O noKT qacbi-icy3He»oiK' ( I , no. 9 8 ) , where death and the f r a i l t y of 
l i f e are featured, and i n 'H 6yny MeTaTtcn no Ta6opy VJIHUH TeMHOH' 
( I , no. 1 4 4 ) , where i t r e f l e c t s h i s parting from 01'ga Vaksel'. 
Thus Parnok i s i n constant contact with h o s t i l e elements as he 
searches for h i s l o s t possessions. This searching i s an a c t i v i t y he 
shares with several l i t e r a r y ancestors: Akakiy and the ghost s t r i v e to 
recover the stolen overcoat; Evgeny searches the Petersburg floods 
for his l o s t love; the hero of Zapiski i z podpol'ya dashes a f t e r 
friends who do not want him, in an attempt to restore h i s injured 
pride; Golyadkin i s permanently on the move to restore what h i s 
double has taken from him. Mandelstam himself was involved i n such 
a search i n the poem ' 1 yanvarya 1 9 2 . 4 ' ( I , no, 1 4 0 ) , where h i s f r a n t i c 
drive round Moscow seems to be an attempt to determine h i s place i n 
society. Parnok, Akakiy and Golyadkin however share a f a u l t which 
makes th e i r searches f u t i l e : they are incapable of choosing the right 
moment or the right manner to approach thei r enemies: '„.. rocnoflHH 
rojiHflKHH no^TH Bcerfla KaK—TO HeKCTam onaflan H T C P H J I C H B Te MmoBeH&H, 
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B KOTopbie cjiyKanocb eMy a6op#HpoBaTi> Koro - H H o y n b ...' . Just as 
Akakiy Akakevich v i s i t s Petrovich and the 'znachitel'noe l i t s o ' at the 
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most inopportune moments s so Parnok i s t o t a l l y i n e f f e c t u a l i n trying 
to gain.help. The jeweller could not p o s s i b l y be expected to have a 
telephone ( I I , p. 18), the mirror-shop would not wish to endanger i t s 
reputation b y association with Paruok, and Krzyz'anowski would c e r t a i n l y 
not leave his lady friend ( I I , p. 19). These are very much the actions 
of Parnok the l i t t l e man, who has no s o c i a l s e n s i t i v i t y . This, 
however, i s not n e c e s s a r i l y an adverse comment on h i s character, for 
i t would be no compliment to be seen to f i t i n with Egipetskaya marka's 
society. Moreover no le s s a person than Dante shares Parnok's 
gaucheries 'flanr He y n e e T ce6n Becra ... BHyTpenHee SecnoKOHCTBO a 
THKenan, CMyTHan H a n o B K O C T b , conpoBOscn;aiom.aH na KaKROM mary HeyBepenHoro 
B ce6e ..,' (Razgovor o Dante I I , p. 372). Parnok i s characterised 
as the d i r e c t v i c t i m of the more worldly members of Egipetskaya m a r k a . 
His i n a b i l i t y to survive i s communicated i n many ways, among which 
are the rather subtle means of the food he eats and the various aromas 
which pervade the atmosphere. Such aromas are present at times o f 
c r i s i s , accompanying the theft of the coat ( I I , p. 6 ) , the loss o f t h e 
s h i r t ( I I , p. 15) and Parnok's attempt to calm himself after t h e 
t e r r i b l e appearance of the mosquito ( I I , p. 38). Parnok's marked 
preference for tea and coffee i s an i r o n i c reminder that such valuable 
commodities were almost impossible to obtain i n the twenties (N.Ya. I I , 
p. 30). Coffee disappears as the coat and s h i r t disappear, with the 
approach of the supremely h o s t i l e night ( I I , p. 22), and tea e x i s t s 
for Pamok only i n i t s resemblance to verbal forms i n which he takes 
refuge when danger threatens. This 'domestic dictionary' reveals that 
Parnok i s e s s e n t i a l l y a home-loving creature and i n t h i s love of the 
domestic scene the characters of Parnok and Mandelstam are drawn 
together. Both are preoccupied with the same domestic objects; both 
have dealings with Viennese chairs ( I I , pp. 5, 6 ) , and the oi l - s t o v e 
which 'nods' to Parnok ( I I , p. 25) i s r e f l e c t e d immediately i n an 
autobiographical reminiscence ( I I , p. 25-26). In a c i t y where the 
home was gradually being destroyed such a character was obviously 
e n t i r e l y out of place, and was as subject to destruction by 'night' as 
were domestic luxuries such as coffee. The coffee and tea which, aptly, 
appear only i n aromatic form belong to a complex of food imagery by 
which several of the characters in Egipetskaya marka are defined. 
Krzyz'anowski has the suitably ostentatious preference for a duchesse 
pear ( I I , p. 32) and Mervis enjoys a l i f e of plenty - butter, radishes, 
honey ( I I , pp. 8 - 9 , see also below, p. 77). Parnok's timidity and 
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v u l n e r a b i l i t y ore evident i n the fact that he i s likened to a canary 
and has an appropriately unpretentious diet of which, i n Egipetskaya 
marka, he i s n o t able to partake: '... He nun nam c cyxapiiKaMH 
( I I , p. 36). The image of s t a l e food i s also used to convey Parnok's 
i s o l a t i o n from society. This again l i n k s him with Mandelstam, who 
had used the image of staleness to indicate h i s sense of d i s l o c a t i o n 
from society: 
Parnok: . . . B flOMax, cnoKeHHbix H3 vepcTBbix 
raiHTax KaMeHHoro inoKOJiafla ... 
( I I , P. 37) 
Mandelstem: H CBoe naxoAHT i-iecro 
MepCTBblH naCWHOK BeKOB -
YcMxaioiiptfi flOBecoK 
IIpeKfle BbinyTbix xjie6oB. ( I , no. 130) 
The chocolate image, used with such j o y f u l affirmation i n 'Bbi, c 
KBaflpaTHMMH OKomKawH HeEbicoKHe flOMa' ( I , no. 142), has suffered that 
process of disintegration which has attacked both c i t y and inhabitants: 
the state of house a n d t e n a n t are now synonymous. The f o o d which i s 
of the most i n t e r e s t , however, i s that e v i l brew which Petersburg 
consumes. A l l the c i t y ' s vileness i s conveyed i n the image of the 
soup of crushed f l i e s , which s i g n i f i e s Mandelstam*s deepest loathing. 
A s i m i l a r example i s present i n the poem '51 c n>iMHmeH nymmon Bxoscy 7 
( I , no. 231): 'A ona H3 peSnibnx nynKOB / IIoflaeT MHe ropH^Hii OTBap'. 
In 'Feodosiya', however, the image appears i n a context which i s 
s t r i k i n g l y relevant to the s i t u a t i o n of Parnok: 
o . . ecnH x n e 6 i i y T b :>Toro BapeBa npHTvmeHHOH JKH3HH . . . 
- (fcHSH^ecKH HCHbM CTaHOBHJiocb omyraeHHe cnycTHBrneftcH Ha 
MHp l y M H . . . C MOpOBOH H3BOH, npHTymeHHbn«IH OrHHMH ... 
H CTpafflHOH THEIHHOft B flOMaX MajieHbKHX J IKf l eH. 
( I I , p. 118) 
Here are a l l the things which threaten Parnok the l i t t l e man: darkness, 
disease and death. 
The depiction of Parnok as an ecc e n t r i c Petersburg snob allowed 
Mandelstam to a i r h i s grievances about the customs to which he had 
been subjected i n h i s youth (for example, the 'kul't k r a s a v i t s ' -
N.Ya. I I , p. 491 - which he attacks i n Egipetskaya marka, I I , p. 37). 
At the same time, the plight of the l i t t l e man, rejected and menaced 
by society, was obviously a point of close i d e n t i f i c a t i o n between 
author and hero and i t i s one which i s frequently r e f l e c t e d i n the 
th i r d aspect of Parnok's character, that of the irresponsible music, lover. 
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The love of music i s obviously a common factor between Mandelstam 
and Parnok. Mandelstam's•love of music, discussed i n a r t i c l e s such 
as Artur Lur'e ' s 'Cheshuya v nevode'^is evident i n the poetry ( I , 
nos. 46, 55, 72, 96, 125, 213, 281) and i n the prose (in. 'Pushkin i 
Skryabin', i n the musical imagery of Razgovor o Dante, and p a r t i c u l -
a r l y i n Shum vremeni, where he discusses h i s i n t u i t i v e feelings for 
music - I I , p . 70). I t i s the. association with music which makes 
Parnok something of a stock character i n Mandelstam's p r o s e , for 
shades of Parnok are discernible i n both 'Chetvyortaya proza' and i n 
the plans for 'Fagot', a story which Mandelstam had thought out but 
which was either never completed or simply not published (see 
'Zayavka na neprinyatuyu povest' "Fagot"', I I , p . 497 and the close 
of Mandelstam's l e t t e r to Korobovaya: ' B T O P B H noBecTi. B 3Be3n.e 
6yffeT' I I , p . 494). The l a s t chapter of 'Chetvyortaya proza' closes 
with the picture of an organ-grinder: 'X O A H T HeMeu,-raapMaHmiiK c 
myCepTOBCKKM jieepKacTenoM, TaicoH Hey#a*iHHK, TaKofi mapoMBisHHK ... Ich 
bin arm. 51 S e f l e H ' ( I I , p . 192). This i s surely a r e f l e c t i o n of the 
passage i n Egipetskaya marka describing the theft of Parnok's coat: 
' - C I I H T ! . . . IHapaMhDKHHK, Ha H e r o SJieicTpH^ecKOH naMnoMKii s a n K o ! I Ioc j i e f lHKe 
sepHMuncH Kocjie Kcqe3JiH B KpaTepe ManbHHUbi-inapMaHKH' ( I I , p . 6 ) . Here 
the same phonetic association between 'sharamyzhuik' and 'sharmanka' 
can be observed i n the depiction of the 'neudachnik'. Schubert's 
music i s also a common element i n the two passages. I n the second h is 
music i s alluded to i n the association of the barrel-organ with a 
coffee-grinder ('mel'nitsa' i s a word v/hich Mandelstam often uses when 
he i s alluding to Schubert ' s song cycle Die schone Miillerin - I , 
nos. 96, 144, 314; the association of Schubert with the barrel-organ 
i s doubtless connected with the l a s t of the songs from Die Winte.rreise, 
'Der Leiermann'). The main character of 'Fagot' was also to have been 
a musician, connected primarily with the music of Schubert ('Zayavka 
na neprinyatuyu povest' "Fagot"', I I , p . 497). I t i s not revealed 
whether he too was to have been an underdog such as Parnok and the 
organ-grinder of 'Chetvyortaya proza', who i s forced to 'sponge' upon 
others i n order to survive. A forerunner of Parnok, the timid 
musician, i s to be found i n Shum vremeni. Here Mandelstam conveys 
the f a c t that there i s a cer t a i n threat inherent i n the love of music: 
men neTepoypxceu. raxopaAO^HOH MCJIKOH njiOTBOii B MpaMopHyro npopyfit 
BecradrcjiH, HdeaaH B ropjnneM jieflJiHOM noMe ..." ( I I , p . 71). I t i s made 
clear from the very opening of Egipetskaya marka that a love of music 
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i s t o t a l l y o u t of places the very f i r s t words hint at the funeral of 
the singer Angiolins Bosio, i n thei r reference to a Catholic church 
(Bosio was buried i n St, Petersburg's Catholic cemetery, a f t e r h e r 
death from pneumonia i n A p r i l 1859). One of the domestic treasures 
shown to be at r i s k i n the f i r s t chapter i s the grand piano, which 
bears a clear resemblance to Parnok's most s t r i k i n g feature: 
poflJTb MHHBOH, KaK vepmaft j iaKHpoEaHRHH MeTeop ...' ( I I , p . 5 ) . 
(The name of the grand piano here brings to mind Goethe's Mignon and 
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her lament for the southern lands ('Kennst du das Land' ) and hence, 
again, Schubert's music, for Mandelstam was prone to associate the two 
German a r t i s t s ( s e e , for example, h i s references to the 'Erlkonig' of 
Goethe and Schubert i n I , no. 96 ) . I n accordance with the general 
tone of Egipetskaya raarka the piano i s depicted as being a member of 
the animal world. I n i t i a l l y the animal image i s sympathetic. I t i s 
a domestic pet which must be tended c a r e f u l l y , for l i k e Bosio (and 
Mignon) i t i s susceptible to the cold ( I I , p . 24). As the f e a r f u l 
metamorphosis to which the world of Egipetskaya m a r k a i s subject i s 
revealed, the piano's relationship to the animal w o r l d becomes mere 
h o s t i l e . I n the f i n a l chapter, the pianos are seen to be thronging 
together i n a leaderless herd at a depot ( I I , p. 40). Kokorev's ware-
houses now possess the musical instruments and the fa c t that the herd 
of pianos i s l e a . d e r l e s s i s n e c e s s a r i l y ominous. Parnok's love of 
music i s evident i n the f i r s t chapter from h i s i d e n t i f i c a t i o n with 
Bosio ( I I , p . 7) and i t i s r e i t e r a t e d at frequent i n t e r v a l s . H i s 
baldness has b e e n acquired at Scriabin concerts ( I I , p . 13), h i s love 
for music i s pathetic ( I I , p . 30), and there i s no-one to whom h i s 
concert-loving soul can be entrusted ( I I , p . 26). The information that 
Parnok belongs to a raspberry paradise of 'double-basses and drones' 
i s of no comfort ( I I , p . 26). The v i s i t to Malinov (evidently derived 
from 'malina'), linked by dint of i t s musical reference to Parnok: 
? o o . K a p e ™ noji3Jin nee flajibnie, BHXJIHH KaK KOHTpaSacu' ( I I , p . 39) 
shows that the 'raspberry paradise' i s a vain i l l u s i o n and no more 
welcoming than the h o s t i l e Petersburg. The 'paradise' nature of 
Malinov i s suspect, for the drone image i s negative (see below, p. 65) 
as are the instruments, which produce no music. Parnok seems to have 
more d i r e c t relationships with the c l a s s i c a l world; h i s love of music 
associates him with Pan, Greek god of pastures, flocks and woods, 
celebrated for h i s fondness of music. The physical resemblance to Pan 
i s evident i n Parnok's 'sheep's hooves', and thei r preoccupations are 
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a l s o s i m i l a r . Parnok's attention i s captured by a pine b r a n c h f r o z e n 
i n i c e , - l i k e a Greek g i r l i n an open grave - a r e f l e c t i o n , perhaps, 
of Pan's involvement with Pitys which resulted i n her assuming the 
form of a pine tree"*^. The image of the pine branch i n d i c a t e s , i n 
addition to this connection with Pan, Parnok's e s s e n t i a l l y l i g h t -
hearted nature: ' C neTCTsa OH npmcpeiuiHjien nymoii KO sceny neHVKHOMy, 
npeBpamafi u C O S M T H H TpaMBaftiibift Jiener JKH3HH ...' ( I I , p. 11) I t i s the 
branch that destroys the geometric perfection of the i c e which 
captures h i s attention; he loves the logs which are l i g h t and hollow -
and therefore which, would not be a great deal of use i n construction. 
Such a preference i s reminiscent of Dostoevsky's Zapiski i z p o d p o l ' y a , 
where the hero condemns examples of perfection such as the C r y s t a l 
Palace, and the formula '2 times 2 = 4 ' . This i s an attitude maintained 
with some i n s i s t e n c e by Mandelstam i n his work after Egipetskaya m a r k a : 
Ho K C paaQoHiiH^aTb H a n b 3 H . ( I , no. 255) 
MOH T p y f i , s *ieM 6M OH HH BbipaacajiCH, BoenpHHHMaeTCH KSLK 
03opcTBO, KaK 6e33aKOHne, KaK cjiyyaHHocTB ... Ann Meim 
B 6y6mn:e ueuna flbipxa ... B y 6 j i K K MOHHO cnonaTb, a fltipKa 
ocTaneTCH. HacTOHim-iH rpyA 3 T O - 6piocceji&CKoe Kpyxeso, 
B neM r j i a E H o e - T O , Ha *ieM flepjKHTCH y 3 o p : B03,nyx, npoKOJiw, 
nporynw. 
('Chetvyortaya proza', II„ p. 191) 
The wood image recurs several times ( I I , pp. 6, 7, 10, 11, 20, 35, 39), 
a constant reminder of Parnok's 'frivolous' attitude. The wood does 
have attributes which normally have negative connotations i n 
Mandelstam's work. The adjectives 'zvonkiy' and 'pustoy' are applied 
to i t and i t i s associated with a frozen f i s h . But i t i s p r e c i s e l y 
the very ordinary, non-poetic nature of the wood which Mandelstam i s 
seeking to emphasise here. I t i s i t s ordinariness which renders i t 
valuable to Parnok; for him i t i s an 'event'. 'Sobytie* i s a word 
which Mandelstam usually associates with a r t i s t i c creations '.. C T H X H 
ConoryBa nponpjracaioT JKHTI> nocne T o r o , xax OHH HaroicaHbi, KaK C O S H T H H, a 
He TOjibKO KaK 3HaKH nepeKHBaHHH* ('0 sobesednike', I I , p. 240). There 
are hints that Parnok i s an a r t i s t - he i s concerned with 'sobytiya', 
he wants to write ( I I , p. 10), he uses the instruments of writing 
( I I , p. 7 ) . However there i s no evidence that he achieves any of h i s 
ambitions i n th i s sphere ('Emu khotelos' ... on zapomnil ...', I I , p« 10). 
Indeed i n the passage where the Kamennoostrovskiy prospekt i s i d e n t i f i e d 
with Parnok the adjective 'bezrabotnyy' i s used ( I I , p. 14 - 'bezzabotnyy 
i s a misprint) and this suggests Mandelstam's own condition a t the time 
- he could neither create nor would h i s creations have been acceptable. 
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Parnok and Mandelstam are brought s t i l l more c l o s e l y together i n that 
the s t u f f of Parnok's hypothetical compositions resembles that of 
Mandelstam's own work. I n '0 sobesednike' Mandelstam makes i t cl e a r 
that the poet's attention should be primarily with 'zhivym brat'yam'. 
This i s Parnok's attitude, exactly: the basis of h i s 'events' i s the 
'tramvaynyy lepet z h i z n i ' ( I I , p. 11), a phrase whose significance 
becomes apparent i n considering i t s relationship to Mandelstam's other 
work. 'Lepet' i s usually connected with the creation of poetry, and 
i t appears i n t h i s way i n the 'Vosmistishiya' ( I , no. 283), and also 
i n the a r t i c l e 'Armiya poetov': '... KaMHercfi Hene?, HamieTcs* pe*ii>, 
Ha^HeTCH JKHSHB' ( I I , p. 215). The adjective 'tramvaynyy* also had 
strongly affirmative associations for Mandelstam - the tram was af t e r 
a l l the most l i k e l y form of transport to be used by the pedestrian. 
The adjective i s concerned with that human warmth for which Mandelstam 
i s seen to be searching i n 'KoMy 3HMa, apaic H nyma rcnyoorjiasbui' 
( I , no. 127) and i t appears i n this context i n ' B M , C KBanpaTHMMH 
oKomKaMH HeBbicoKKe flOMa' ( I , no. 142), where ha speaks of the 
'bestolkovoe ... tramvaynoe teplo'. In both poems the adjective 
'bestolkovyy' i s applied to warmth. Like Parnok's love for the wood 
such warmth i s spontaneous and not motivated by any kind of s e l f -
i n t e r e s t . Trams are part of l i f e ' s normal pattern, and their absence 
can create a threatening atmosphere: i n 'Chetvyortaya proza' the night 
i s 'tramless' ( I I , p. 179; see also below Chapter Four, section ( i v ) ( b ) ) 
Thus the 'tramvaynyy lepet' i s admirable material for poor Parnok's 
imagination to interpret, and there are examples i n Egipetskaya marka 
of such interpretations. There i s the bathos with which the heroes of 
Balzac and Stendhal are treated (see above, p. 55 ) . Parnok takes 
what the world considers to be worthy of the t i t l e 'event' and reduces 
i t to h i s own beloved 'tramvaynyy lepet'. For Parnok the movement of 
the swing-bridge reveals the approach of an abyss: time i s controlled 
by such deceptively banal levers ( I I , p. 36). He i d e n t i f i e s the funeral 
of Anatole France with the repair of tram poles ( I I , p. 18). Just as 
Parnok's physical appearance i s reduced to one feature - h i s shoes, so 
hi s whole mode of thought i s epitomized i n the image of the tram. In 
both thought and appearance he i s i d e n t i f i e d with the s t r e e t i n which 
he l i v e s - the Kamennoostrovskiy prospekt, which i s as irresponsible 
as Parnok himself. I t also shares his dandy-like tendencies: '... eto 
legkomyslennyy krasavets' ( I I , p. 14). I t i s i n t e r e s t i n g to note that 
no. 21 Kamennoostrovskiy prospekt was the home of the Imperial Alexander 
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Lyceum, which contained t h e Pushkin museum . The Kamennoostrovskiy 
prospekt, adjoining the Litseyskaya, was therefore an area with which 
Mandelstam was very much concerned. By considering another aspect of 
the pine-branch image the impression i s strengthened that the choice of 
th i s s t r e e t as Parnok's home was guided by more than chance. Parnok i s 
captivated by the branch's likeness to a Greek g i r l i n an open grave; 
Pushkin too was enamoured of a Greek g i r l , a c e r t a i n Calypso Polikhroni, 
to whom he dedicated a number of drawings, notes and the poem 
'Grechanke' (1822). Parnok i s possessed by the V3in ambition to j o i n 
the ministry of Foreign A f f a i r s i n the Greek section. Such an ambition 
inev i t a b l y brings to mind Pushkin, who f e l t some sympathy for the 
Greeks i n their uprising against the Turkish oppressors i n 1821, and 
even held a post i n the Foreign Ministry u n t i l being dismissed for h i s 
unseemly conduct. I t i s tempting to see i n Parnok not only r e f l e c t i o n s 
of Mandelstarn's own circumstances, but a descendant of Pushkin, much 
distorted and caricatured i n accordance with the s p i r i t of Egipetskaya 
marka. Parnok and Pushkin are s t r i k i n g l y s i m i l a r i n one respect -
th e i r obvious complete u n s u i t a b i l i t y for the diplomatic sphere. As 
Pushkin took refuge (and revenge) i n h i s verse, r e b e l l i n g against the 
post he had been given, so Parnok retreats to h i s imagination, creating 
'sobytiya' to compensate for his frustrated diplomatic ambitions. The 
pli g h t of Mandelstam himself i s v i s i b l e here; frequently his memory and 
his imagination were his only means of escape. I n the 1920 poem 
'Feodosiya' ( I , no. I l l ) he anticipates the r e s t r i c t i o n s he was to meet: 
'Ho TpyflHO i i j ibiTB, a 3Be3Ai>i BCK>Ay T e x;e'. Thus Parnok i s found to take 
comfort i n his exploration of a map ( I I , p. 7), h i s nearest substitute 
for t r a v e l . There i s a great deal of Parnok i n t h i s description - the 
'grandiose' journeys he plans, the diplomatic functioning he attributes 
to the earth - but there are also features which bring to mind the author. 
The interpretation of the map i s so close to one made i n a poem by 
Mandelstam i n 1914 that the suspicion a r i s e s as to whether or not 
Mandelstam i s parodying h i s e a r l i e r work: 
H nonyocTpoBOB B03flymHbi HSBHHHBJI; / HeMnoro xcencTBeHHM 
33JIHBOB OiepTaHBH / ... QflTa HcnaHHii ... 
( I , no. 68) 
... cpaBHHBan B03p,yniHbie onepTaHKH apHHCKoii EBponw c 
TynbiM canoroM A4>PHKH . . . 
( I I , p. 7) 
Parnok's v i s i o n of the hemispheres as n u t r i t i o n a l p i l l s embodying a 
condensed form of that distance and space of which he was so starved 
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r e c a l l a quality attributed to the stone ( I 9 nos. 34, 133), to works of 
a r t , and i n p a r t i c u l a r to poetry: "... cKpoMnas EHeinnocTb npoH3Ben;eKiiH 
HCKyccTsa nepenico ooMaHbreaeT nac O T H O C H T C J I B H O qyflOBHinHO-ynjiOTHeHHOH 
peajibHocTn, KOTopon OHO oGjiaflaeT' ('Utro akmeizma', I I , p. 320). 
Parnok's pathetic attachment to h i s map contrasts v i v i d l y with a 
character who had no need of 'nutriti o n a l p i l l s ' , for h i s travels had 
been so vast that he himself embodied time and space: 'O A H C C C K 
B03BpaTHJicn, npocTpaHCTBOM M BpeMeneM nojiHbrii' ( I , no. 92). Parnok's 
dependence on h i s imaginative powers i s evident i n h i s attitude to 
l i g h t : he i s under the i l l u s i o n that as a boy he had crept into a 
conference h a i l and switched on the l i g h t s . The pain which t h i s 
brightness causes brings to mind a l i n e from 'Kot-iy S K M S, apaic H nyran 
rojiy6orjiasbiHf ( I , no. 127): *A 6enbiH, Gejiuii CHer flo 6OJIH OMH ecr' and 
from Puteshestvie v Armeniyu: ' H P K H C flo xHpyprn*iecKOH 6OJIH ..." ( I I , 
p. 150). This l i g h t i s as h o s t i l e as such pain implies. The imagery 
used to describe Parnok's l i g h t confirms this and makes i t c l e a r that 
t h i s i s far more than simply a n i l l u s t r a t i o n of Parnok's delusions of 
grandeur: 'Bee rpo3#bH naMno^ex H na*-iKH CBe*i c xpycTaji&HMMH cocyjibxaMH 
BcmiixHyjiH cpa3y MepTBbiM iraenbHHKOM' ( I I , p. 11). The image of the apiary 
has various connections, both w i t h i n Egipetskaya marka and with the work 
surrounding i t . The bee has positive associations at some sta g e s i n 
Mandelstam's works i n 'Bo3bMH na paflocrb H3 MOHX jiaAOHeii' ( I , no, 116) i t 
i s associated with the creation of poetry, and Dante's composition i s 
compared to the work of bees at a hive ( I I , p. 377). However, the 
sketch 'Kholodnoe l e t o ' written i n 1923, r e f l e c t s Mandelstam's growing 
disillusionment. Here the beehive has negative associations; the 
beekeeper i s from the h o s t i l e Tverskoy Boulevard, and the Vospitatelnyy 
dom i t s e l f i s a honeycomb which lacks any meaningful form ( I I , p. 131). 
I t i s not stated where Parnok's 'conference h a l l ' i s , but i t i s not 
beyond the realms of p o s s i b i l i t y that h i s insolent act should have been 
directed against an i n s t i t u t i o n such as that depicted by the bee imagery 
of 'Kholodnoe leto'. In Egipetskaya marka the apiary i s part of an 
important complex of insect imagery; the crowd forms a grotesque hive, 
swarming round i t s queen, the hapless victim ( I I , p. 17). Parnok too 
has associations with the hive, being i d e n t i f i e d with the drone ( I I , 
p. 26), that member of the hive which i s driven out by the workers 
once i t s function of f e r t i l i z i n g the queen has been f u l f i l l e d . 
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( i i ) The crowd 
There.is a de f i n i t e emphasis on h i e r a r c h i c a l l y organised 
colonies i n Egipetskaya marka. The action car r i e d out on the v i c t i m 
by the crowd i s described i n terms of soldie r ants disposing of an 
a l i e n member ( I I , p . 22). Parnok's position as a drone i s obviously 
as hazardous as that of the v i c t i m of the ant colony, and t h i s , i n 
addition to h i s fear of a t t r a c t i n g the attention of the crowd ( I I , 
p . 19), suggests that Krzyzanowski's confusion of Parnok and the victim 
( I I , p . 29) i s designed to indicate more than j u s t Krzyz'anowski's 
f l i p p a n t l y superior attitude, The danger to which Parnok and h i s 
double, the victim, are subject i s made cle a r i n the concentration on 
the inhuman nature of the crowd. The threat inherent i n the crowd 
phenomenon was evidently a l l too clear to Mandelstam. He x-ras aware 
that they could be dangerously aggressive i n the i r e x c i t a b i l i t y ( I , 
no. 192), and that t h i s aggression rendered them l i a b l e to destroy even 
th e i r heroes (Shum vremeni, I I , p. 72). In Shum vremeni Mandelstaa 
f e e l s the need to state that the crowd i s human: 'Mpa^Hue Tonnw Hapo^a 
... see 3TH jnoflCKHe Tojinu ...' ( I I , p p . 53-54). The i n i m i c a l character 
of the crowd i u Egipecskaya marka i s not. confined to comparisons with 
ins e c t s which have a developed s o c i a l hierarchy; i t i s also i d e n t i f i e d 
with the cockroach, that primitive creature which has never evolved 
since i t can survive whatever the environment: 'kishevshie tarakan'ey 
tolpoy' ( I I , p . 19). The crowd i n Bely's Peterburg had been depicted 
i n a s t r i k i n g l y s i m i l a r way: 'He 6MJIO Ha H C B C K O M JHOACH, KO noji3ynaii, 
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rojiocHmafi MHoroHojKKa 6buia TaM ... CoBceM cKononeHflpa!' . The 
'predrevolyutsionnaya trevoga' (see below, p . 89) evidently induces 
t h i s kind of metamorphosis. I n Egipetskaya marka the crowd i s seen to 
have developed a hybrid nature: they have 'dog' ears. They are loathsome 
i n every way; t h e i r dress contrasts v i v i d l y with Parnok's aspirations to 
a morning coat - they are shabbily clad and their coats are strewn with 
dandruff. I n the i r movement they exhibit a l l the repulsiveness and 
threat of a predatory i n s e c t . They swarm, in f e s t i n g that very scene 
which Mandelstam had described so p o s i t i v e l y i n 'Bu, c KBanpaTHbiMH 
OKomicaMH HeBbicoKHe flOMa' ( I , no. 142, stanza 3 ) , '... HaneTeBmaH 
iejioBeii>H capairea BhraepHHJia 6epera <J>oHTaHKH ( I I , p . 20). The 
crowd does not lose i t s inhuman attributes i n the work a f t e r Egipetskaya 
marka (e.g. I , nos. 218, 220), and i t i s evident even i n Mandelstam's 
l e t t e r s : '... snect He JIJOAH, a pbi6bi CTpammie ...' ( I l l , p . 261). 
The crowd mentality depicted in Egipetslcaya m a r k a , the viciousne.ss 
o f t h e whole and the cowardliness o f the i n d i v i d u a l , i s summarized 
by Nadezhda Yakovlevna: 
. . . paflH norabshi flejia ne TOJIBKO MOJKHO, HO jxsaae HVHHO 
y6HBaTi> . . . OCHOBHVIO Maccy cocTaBnarm yrpioMbie nionii, 
KOTopwe CTOpOHHJTHCb ySHfnj, HO He cMamt HM HHiero 
c K a s a r b . (N.Ya. I I , pp. 587-588) 
I t i s p e r h a p s t h e swarming action of the i n s e c t - c r o w d w h i c h ie 
i t s most threatening feature, for this i s p r e c i s e l y the action of the 
'night 1 which engulfs Parnok ( I I , p. 22). I t i s i n t h i s i d e n t i f i c a t -
ion between in s e c t and night t h a t the further s i g n i f i c a n c e o f 
Parnok's memories o f l i g h t (see p. 65) i s to be found. I t i s i n t e r -
esting to note that there Mandelstam applied a natural image, that o f 
f r u i t , t o a n a r t i f i c i a l phenomenon ('Vse grozd'ya lampochek', I I , 
p. 11). Previously the image had been applied t o natural phenomena -
the human c l u s t e r s o f the concert h a l l (Shum vremeni, I I , p. 72), o r , 
more s i g n i f i c a n t l y i n t h i s context, those o f night i t s e l f : '... 
tiepHhrfi EHHorpafl-H3a6enjiy - ruiOTHtiH H TfnfcejiHH KaK rposflBH caMoft H O I H ' 
('Men 1sheviki v G r u z i i ' , I I , p. 200). In Egipetskaya m a r k a , however, 
night no longer has any such positive associations, and the image o f 
f r u i t i s present i n forms which reveal either a r t i f i c i a l i t y (the 
l i g h t ) , or that i t i s subject t o disintegration - night i s arranged 
i n a pattern o f plum-stones ( I I , p. 23). I t engulfs those remnants 
which, l i k e Parnok, have been reduced to the smallest form i n which 
they can e x i s t . Parnok i s a lemon pip ( I I , p. 22), a s i n g u l a r l y a p t 
image when h i s r o l e as a n insolent m i s f i t i s considered. Parnok ( l i k e 
Mandelstam himself) i s the i r r i t a n t element - the element which seeks 
t o preserve those values which are being destroyed. The sense o f 
di s l o c a t i o n which pervades the whole o f the work i s apparent, on a 
very mundane l e v e l , i n the unusual combination o f coffee and lemon. 
More important, however, i s the state of reduction inherent i n Paritok's 
condition. The image o f the lemon p i p i s o f the same order as those 
of washing which, i n conjunction w i t h the t i t l e o f the work, point t o 
the i n e v i t a b i l i t y o f Parnok's destruction. 
( i i i ) The mosquito 
The f i n a l image to deal with the state of d i s i n t e g r a t i o n i s that 
of the mosquito ( I I , p. 3 8 ) , an image which draws Parnok and Mandelstam 
so c l o s e l y together that i t i s d i f f i c u l t not to agree with Berkovsky's 
observation on the inappropriateness of Mandelstarn's d i s s o c i a t i o n 
from Parnok ( I I , p. 24): 'HapnoK, c KOTOPMM an T O P TaK neaKKypaTHo 
p a 3 K e K e i 3 H B a e T c a ... The mosquito re t a i n s here a l l those character-
i s t i c s which i t had displayed i n Mandelstam*s poetry of the twenties: 
i t i s royal, lazy, and emits a h o s t i l e sound ( I , n o s . 131, s t . 1, 
139, s t . 2 ) . I t has, however, developed c e r t a i n resemblances to the 
' l i t t l e man', and thus i t shares with Mandelstam and with Parnok the 
lineage of c o l l e g i a t e assessors, the t r a d i t i o n a l profession of the 
l i t t l e men of Petersburg. The i n s e c t ' s persistent apologies 
('izvinyayus" occurs three times) strengthen the impression of a 
timorous being. The c i t y of Petersburg has had as malicious an 
influence on the mosquito as i t had on Parnok, and i t s d i s l i k e of the 
northern latitudes brings to mind Mandelstam's own feelings about the 
northern c i t y : 'O H MyBCTBOBan ce6n npiniiejibneM c »ra, Boxteio cny^ia.ri 
saKHHyTMM B XOJIOA H MpaK ceBepHbix rnHpoT* (N.Ya. I I , p. 562). Parnok, 
Mandelstam and the mosquito are part of a disease-ridden, man-
exploiting environment; indeed Petersburg i s now so thoroughly infected 
as to cause the mosquito's disease-bearing talents t o be redundant. 
The fate of a subject as threatening as the mosquito had been suggested 
i n 'A nebo budushchim beremenno...' ( I , no. 197) i n 1923. There the 
insect/aeroplane could be used or destroyed by the monstrous creatures 
produced by inimical night. I t should not be overlooked i n t h i s 
context that- the mosquito r e f l e c t s other characters apart from Parnok 
and the author; f i r s t l y , i t i s bow-legged ('raskoryaka' I I , p. 3 8 ) , as 
i s Krzyzanowski ('kolchenogiy' I I , p. 19) - presumably as a r e s u l t of 
h i s a c t i v i t i e s as a cavalry o f f i c e r . I n contradiction to t h i s , the 
mosquito also declares i t s e l f to be a 'plastun' - a Cossack foot s o l d i e r . 
These two d e t a i l s indicate that even one who indulges i n h o s t i l e 
a c t i v i t i e s i s subject to destruction. Thus the composite character of 
the mosquito fuses within i t s e l f enemy and victim; both are reduced to 
the same condition, and there i s an unmistakable s i m i l a r i t y between 
the p l a i n t of the mosquito and that of Mandelstam: 
. . . O T MeHH T 3 K MajIO OCTajIOCb ... ( I I , p. 38) 
H MHe vac ne xB a T a e T MCHH caMoro. (I„ no. 136) 
( i v ) The Jewish characters 
The character and condition of Parnok has considerable relevance 
t o t h e s i t u a t i o n of Mandelstam himself. There i s much too i n the 
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depiction of the Jewish characters i n Egipetskaya markn which r e l a t e s 
them both to the vulnerable nature of Parnok's condition and to 
Mandelstam1 s own background. In Mandelstasi's depictions of Jewish 
settings the atmosphere created i s invariably unattractive and 
unhealthy (Shum vremeni, I I , p. 5 6 , pp. 6 8 - 6 9 - the .sickly atmosphere, 
the frightening, oppressive e f f e c t on a small boy). This i s so i n the 
case of the Jewish subjects i n Egipetskaya marka. The description of 
the j e w e l l e r ( I I , p. 1 8 ) i s evidently formed largely from Mandelstam's 
own experience, for there i s a great deal here which corresponds to the 
Jewish scenes of Shum vremeni. Thus the jeweller himself seems to be 
not unlike Mandelstam's father: 
T O T CHfien ropBaTHM CnnH03oft K rjiHfl&n B CBoe HyfleiicKoe 
CTeKJibnnKO na npyxKHRbix K O S H B O K . 
(Egipetskaya marka, I I , p. 1 8 ) 
Tfle-TO n o 6 j i H 3 0 c r n CnnHosa pa3BO/mT B Camce C B O H X nayKOB. 
(Shum vremeni, I I , p. 6 7 ) 
The image of the insect nature of the springs over which the je w e l l e r 
peers corresponds to the spiders of Spinoza, and appears also i n 
' H T O noKT "*iachi-Ky3HeHiiK' ( I , no. 9 8 ) and i n Shum v r e m e n i ( I I , 
p. 1 0 2 ) . The f u l l pessimism of the j e w e l l e r ' s function i n Egipetskaya 
marka can be judged from the f a c t that these i n s e c t s , cicadas ( I I , p. 1 9 ) , 
had been associated with a watchmaker i n Annensky's poem 'Stal'naya 
t s i k a d a 1 , the theme of which i s far from cheerful: 
H s H a j i , MTO OHa sepHeTCH 
H 6yfleT co MHOH - Tocica. 
3BHKHeT H 3 a n a x H e T C K 
_ o l 
C flBepbio ^acoBrnjiKa ... 
The j e w e l l e r i s beset by debts and has no telephone - a feature i n h i s 
favour (see below p. 1 0 7 ) . His shop has that same sad and 
s i c k l y atmosphere depicted i n Shum vremeni, here conveyed i n the 
s t r i k i n g image of h i s daughters, whose composition corresponds to the 
f o o d o f which Mandelstam's grandparents were so f o n d : 
B O T flOHKH y Hero e c r b - rpycTHwe, xax MapininaHHbie 
K V K J I H . . . 
( I I , p. 1 8 ) 
Ho He nonpaBHJiHCb MHe npaHue cTapHKOBCKHe naxoMCTBa, 
H X TOpbKHH MHHflajIbHblft BKyC. 
(Shum vremeni, I I , p. 6 8 ) 
None o f the Jewish subjects i n Egipetskaya marka i s e n t i r e l y healthy; 
the j e w e l l e r has haemorrhoids ( I I , p. 1 8 : an a f f l i c t i o n common t o 
6 2 
Petersburgers - Akakiy Akakevich's complexion was 'haemorrhoidal' ) 
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and Abrasha Kopelanskiy suffers from a n g i n a pectoris ( I I , p . 39). 
Aunt Johanna i s deformed ( I I , p . 37), and Geshka Rabinovich t o o 
displays unnatural features: l i k e Parnok ( I I , p . 37) he cannot grow up, 
although from the day of his b i r t h he has been conditioned to h i s 
profession of insurance ( I I , p . 30). The name Geshka Rabinovich (or 
Genrikh Yakovlevich as he i s also known) r e f l e c t s the name of a friend 
from Mandelstam's e a r l i e r years i n Petersburg's 'Brodyachaya sobaka', 
6 3 
namely G.S. Rabinovich „ The details given of Geshka's marriage are 
s t r i k i n g l y s i m i l a r to the circumstances of Mandelstam's own marriage; 
'Ero He3aKOHHaa C B H 3 B C KaKOfi-TO JIH30*IKOH yMHJiHJia B c e x . . . H X po30BOH 
6e3flCTKb!H 6paK, OCB«meHHbIH apXHepeHMH H3 KOlJteHHH $HJiKnno3a ...' ( I I , 
p. 30). Nadezhda Yakovlevna t e l l s of her f i r s t meeting with Mandelstam 
i n a 'coffee shop', the 'Junk Shop' i n Kiev (N.Ya. I I , p . 20), and of 
their 'marriage' ceremony (N.Ya. I I , p . 129). As i n the case of 
Geshka, Mandelstam's marriage aroused a c e r t a i n benevolent surprise, 
not to say alarm, amongst those who knew him (N.Ya. I I , p . 162). 
Perhaps there i s an example here of s e l f - c a r i c a t u r e : the description 
of Lizochka, a name hallowed i n Russian l i t e r a t u r e to ladies beset by 
misfortune of one k i n d or another (Karamzin's Bednaya L i z a , Dostoevsky's 
Zapiski i z podpol'ya, Brat'ya Karamazovy) i s c e r t a i n l y reminiscent 
of the affectionately irreverent way i n which Mandelstam ref e r s to h i s 
wife i n h i s poetry ( I , nos. 202, 226). There i s also a r e f l e c t i o n of 
Nadezhda's hopes (and name) i n the ominously unfinished sentence: 
'Ona, KOHe^HO, HSflefuiacb cyMacmeHmefi nan.e:&A;oH ... *ITO H X . . . 6paK ... 
T o j i t K o Ha^iano ...' ( I I , p . 30). A c h i l d i s h , toylike creature such as 
Geshka i s obviously vulnerable, and the awareness of t h i s v u l n e r a b i l i t y 
i s emphasised i n the constant reference to insurance. 
Insurance of a rather more mystical kind i s hinted at i n the 
passage depicting the a l i e n Jewish family, where the image of the 
cockerel destined for slaughter ( I I , p . 39: 'reznik' - slaughterer of 
animals i n Jewish r i t u a l s a c r i f i c e ) suggests the t r a d i t i o n a l Jewish 
r i t u a l of the scapegoat, a r i t e which the Russian crowd are only too 
quick to adopt a s t h e i r own i n Egipetskaya marka. Again, i t i s 
evident here how strong a sense Mandelstam had at this time of the 
danger of hi s own position, for i t i s no doubt intended as a sign of 
threat that Mandelstam should be taken on a journey about which he 
knows nothing. The poem 'Ha posBanbHJix, yjioaceHHbix COJTOMOH' ( I , no. 85) 
i s brought to mind here, for i t too deals with a vague and frightening 
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jo u r n e y , w i t h a v i c t i m whose i d e n t i t y i s as d e l i b e r a t e l y unclear as 
t h a t of the v i c t i m of Egipetskaya marka. 
Related t o Mahdelstam and, i n t h e i r v u l n e r a b i l i t y , to Parnok, 
the Jewish subjects create an atmosphere which i s n e i t h e r f r i e n d l y nor 
h e a l t h y , and t h e i r presence b r i n g s no reassurance e i t h e r t o Parnok or 
to Mandelstam. The Jewish e f f o r t s t o s u r v i v e (the insurance, the 
slaughter of the cockerel) are t o t a l l y u n r e a l i n the w o r l d of 
Egipetskaya marka, tfhere only the t r u l y aggressive enemies of Parnok 
can hope t o s u r v i v e . 
(v) The Lutherans 
Another group r e l a t e d to Mandelstam i s present i n Egipetskaya 
marka, namely the Lutherans. They are concerned not so much w i t h 
i n d i c a t i n g t h r e a t t o s u r v i v a l , &s w i t h c r e a t i n g a h o s t i l e atmosphere 
and they assume the form of ravens, harbingers of woe. The p h y s i c a l 
resemblance between the Lutherans and t h e ravens of Egipetskaya marka 
i s unmistakable % 
Lutherans: ... TonoprnttJinct, K a K KpoBeriBHoe j K e n e s o , 
BOCKpecHwe raiflacaKH MyaraiiH . co crapyxaMii 
... B CyiCOHHblX WSKaX, T B e p f l M X , KaiC jKeCTb. 
HyacHO neTB ncanMbi B neTymnHOH KKpKe ... 
( I I , P. 31) 
Ravens: ... cyxonapue B O P O H M , C ronyCnMii O T 
CTapOCTH, 2CeCTKHMH nepbKMH . . . 
( I I , p. 32) 
Aunt Vera represents the Lutherans ( I I , p. 31). I n t h i s character 
Mandelstam gives a b r i l l i a n t p o r t r a i t of a s t i f f and uncompromising 
s p i n s t e r , who i s reduced t o two c h a r a c t e r i s t i c d e t a i l s - her t h i n 
'Lutheran l i p s ' and her s p i n s t e r i s h c u r l s , which demonstrate her 
disapproval o f the Mandelstam household ( I I , p. 3 1 ) , Just as the 
ravens have a r i g i d i n s e n s i t i v i t y towards the unhappy nature of the 
t i d i n g s which they bear, so too i s Aunt Vera mechanically u n f e e l i n g 
i n her d i s t r i b u t i o n of sympathy. The s t i f f n e s s of the Lutherans, 
epitomised i n the raven image, c o n t r a s t s w i t h the b i r d imagery a p p l i e d 
to Parnok (he i s a canary, I I , p. 36), and also w i t h the b i r d - l i k e 
nature of the l a u n d r y - g i r l s ( I I , p. 15); these t w i t t e r i n g females 
( I I , p. 15) bear a d i s t i n c t resemblance t o the b i r d - l i k e French 
governesses of Shum vremeni ( I I , p. 63). These l a t t e r groups belong t o 
the set of sparrow images which Mandelstam uses c o n s i s t e n t l y i n h i s 
work t o d e f i n e an endearing, i f impudent, n a t u r e . The image of the 
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sparrow - a town b i r d (e.g. I . no. 134) - i s also a p p l i e d to people 
such as the Moscow s a l e s g i r l s of 'Kholodnoe l e t o ' (T.I, p. 129). I n 
Egipetskaya marka the sparrow i s at as great a. r i s k as i t i s i n the 
d e s c r i p t i o n of the P a r i s i a n crowd i n ' f l 3 b i K GyjibEKHHica MHe rojiyda 
noHHTHeft' ( I , no. 138). The sparrows' merry c h i r p i n g ( I I , p. 21) i s 
as out o f place as Parnok's 'legkomyslie', and i t c o n t r a s t s w i t h the 
ominous presence of the ravens who bear only i l l - t i d i n g s ( I I , p. 32). 
The c o n t r a s t e f f e c t e d between the d i f f e r e n t b i r d images, ravens versus 
canary and sparrows, c o n t r i b u t e s to the c r e a t i o n of the h o s t i l e 
background against which Parnok's a c t i v i t i e s take p l a c e . 
( v i ) Krzyzanowski: the cabby 
Parnok's major enemy i s the s t r u t t i n g m i l i t a r 3 T o f f i c e r , 
Krzyzanowski, t o whose i n f l u e n c e most seem w i l l i n g t o bend. The 
dichotomy of the l i t t l e man and the l a d y - k i l l i n g s o l d i e r i s again 
i n h e r i t e d from Gogol and Dostoevsky, and the f e e l i n g s of the l i t t l e 
man i n the presence of such a s o c i a l l y popular person are perhaps best 
conveyed i n Dvoynik: 'BjiHsce Bcex C T O H J I K Heiiy KaxoH-To o^Hijep, B H C O K H H 
H KpacHBbt f t ManbiH, nepen; K O T O P B I M T O J I H A K H H iKmyBCTBOsaji ce6H HacTOHmeii 
6 y K a m K O H ' K r z y z a n o w s k i co n t r a s t s w i t h Parnok i n every way: as i n 
the case of Pirogov and Piskaryov i n Gogol's Nevskiy prospekt, t h e i r 
names r e v e a l these c o n t r a s t s . Piskaryov's mouse-like squeaking ('pisk' 
- a squeak) and Parnok's ovine t i m i d i t y are no match f o r the 
complacency of Pirogov, whose name has overtones of g l u t t o n y , and 
Krzyzanowski, whose obvi o u s l y P o l i s h name bears a d i s t i n c t t h r e a t , 
since i t shares the r o o t of k r z y z a c k i (of the Teutonic order) and 
krzyzowka ( h y b r i d ) . The two characters are also c o n t r a s t e d by the b i r d 
imagery a p p l i e d t o them (th e use of b i r d imagery i n c h a r a c t e r i s a t i o n i n 
t h i s work i s so extensive as t o b r i n g t o mind i t s use i n the t a l e of 
I g o r ) . Whereas Parnok i s equated w i t h t h a t g e n t l e songster, the 
canary ( I I , p. 3 6 ) , Krzyzanowski belongs as a c a v a l r y o f f i c e r to those 
v i c i o u s c a r r i o n v u l t u r e s who appear a t Bosio's f u n e r a l s e r v i c e ( I I , 
p. 8 ) o These v u l t u r e s are e v i d e n t l y r e l a t e d t o the r e p u l s i v e ' l y u d i -
p t i t s i ' o f 'A nebo budushchim beremenno ( I , no. 197), and there 
i s an obvious c o n t r a s t between them and the image of the b i r d of prey 
which appears i n Mandelstam's l a t e r works. This l a t t e r c r eature 
aroused Mandelstam's ad m i r a t i o n because of i t s h i g h l y evolved v i s u a l 
a c u i t y and accommodation, and he a p p l i e d the image of the b i r d of prey 
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to those f o r whom he f e l t respect ( I , no. 236, Puteshestyle v Armsniyu 
I I , p. 139, Razgovor o Dante, I I , p. 389). The c a r r i o n v u l t u r e , on 
the other hand, epitomises an awful t h r e a t which Mandelstam sensed a i l 
too c l e a r l y . 
Krzyzanowski despises a pede s t r i a n such as Parnok, and h i s 
s t r e n g t h and s u p e r i o r i t y i n the s o c i a l h i e r a r c h y are stressed by the 
f a c t t h a t he d r i v e s an impressive drozhky, whose resemblance to a 
c l a s s i c a l c h a r i o t b r i n g s t o mind the f i g u r e of Nero, now i n command of 
Petersburg ( I I , p. 20), who p r i d e d h i m s e l f on h i s prowess as a 
c h a r i o t e e r . A s i m i l a r l y c l a s s i c a l image i s used i n Shum vremeni t o 
convey the sense of awe i n s p i r e d i n a humble pe d e s t r i a n by t h a t 
accomplice of the higher orders, the cabby: a H 3 B O 3 M H K H I I O X O J K H 
Ha ceHaTopoB' ( I I , p. 62). The e s s e n t i a l h o s t i l i t y of the cabby had 
been demonstrated too i n '1 yanvarya 1924' ( I , no. 140), and h i s 
appearance i n Egipetskaya marka i s no less negative. He i s i n h i s 
n a t i v e s e t t i n g of coldness (compare no. 140, s t . 7 ) , and i s p o r t r a y e d 
as possessing t h a t animal consciousness by which the w o r l d of 
Egipetskaya marka i s governed: he has been reduced t o the l e v e l of a 
horse, and speaks w i t h an 'ovsyanym golosom' ( I I , p. 2 9 ) , an a p t l y 
g l u t t o n o u s image. The cabby and Krzyzanowski are l i n k e d by a more 
modern form of t r a n s p o r t than the c a r r i a g e , t h a t of the r a i l w a y . The 
d e t a i l which draws them together i n t h i s context i s small b u t s i g n i f i c a n t . 
The r a i l w a y belongs f i r m l y t o the camp of the aggressive, and i t s 
ne g a t i v e impact i s stressed by i t s a s s o c i a t i o n w i t h the s u i c i d e of 
Anna Karenina ( I I , p. 41). As i n Tolstoy's n o v e l , a muzhik i s close 
a t hand, m u t t e r i n g ominously. This character had appeared t o b o t h 
Vronsky and Anna i n dreams during the course of the n o v e l , and t h i s 
i s a f e a t u r e which Mandelstam repeats i n a somewhat d i s t o r t e d way i n 
Egipetskaya marka, no doubt t o create the same atmosphere of f a t e f u l 
f oreboding. I t i s p r e c i s e l y the peasant of Anna's dream who reappears 
i n Egipetskaya marka, f o r Anna stresses t h a t the man spoke French ( ' I I 
f a u t l e b a t t r e , l e f e r ; l e broyer, l e p e t r i r ' ) ^ ^ and Mandelstam 
s p e c i f i e s t h a t the muzhik i n Egipetskaya marka i s French, ( I I , p. 41). 
I n Anna's dream the r a i l w a y worker bends over a bag: 'H xoTena SexaTb, 
,66 _ 
H O O H HarHyncH nap, MemKOM H pyKaMH Q T O - T O KonomnTCH T S M „ I n 
Egipetskaya marka, the cabby, the muzhik and the chinaman who appears 
i n the curious dream which opens the f i r s t chapter, a l l possess some 
k i n d of bag: 
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, . o co C B O H M 6a6bHK KoraeJibKOM ... (T.I, p. 29) 
. . . K3K flaMcKan cyMo^ica . . . ( I I , p. 41) 
. . . of iBeiuaHHbii i AaMCKiiMii cyMOHicaMU ... ( I I , p. 5) 
The f a c t t h a t the bags are a l l s p e c i f i c a l l y feminine l i n k s them w i t h 
Anna Karenina. This emphasis on the feminine accords w i t h the. i l l -
f a t e d nature of the feminine subjects i n Egipetskaya marka: the dead 
Greek g i r l ( I I , p. 10), Bosio ( I I , pp. 35-36), and El'za Blcmquist 
( I I , p. 32). 
For Krzyzanowski, who manages to t u r n a l l t o h i s own advantage, 
the r a i l w a y i s a means of escape u n a v a i l a b l e t o such as Parnok, I n h i s 
p a r t i c u l a r t a l e n t f o r s e l f - p r e s e r v a t i o n Krzyzanowski bears considerable 
resemblance t o the Harbour Master of 'Feodosiya', who was also ever 
ready t o make a comfortable e x i t should t h i n g s t u r n against him 
( I I , p. 115). Parnok's i n a b i l i t y t o s u r v i v e i s symbolised i n the 
hopelessness of h i s e f f o r t s t o r e g a i n h i s l o s t c l o t h i n g . L i k e 
Mandelstam he o b v i o u s l y does not have the i n s t i n c t of the ' f a m i l y man' 
so v i c i o u s l y denounced i n Mandelstam's t r a n s l a t i o n of B a r b i e r ' s 
'LaCuree', and demonstrated i n both the harbour master's and 
Krzyzanowski's t a l e n t s i n a c q u i r i n g and r e t a i n i n g p r o p e r t y . I n any 
case, the elegant morning coat i s f a r more s u i t e d t o the f o p p i s h 
Krzyzanowski, f o r i t too has a h o s t i l e nature conveyed i n the f i s h 
imagery applied t o i t : 'EH3HTKa, noftKaB j i a c r a , yneraacb H *ie.MOA&H 
oco6eHHO xoponio, n o ^ T H He noMHBnniCB - manoBJiHBHM meBHOTOBbiM 
n.ejib4>HHOM . „.» ( x i , p. 42). S i m i l a r l y negative imagery i s a p p l i e d t o 
the c l o t h i n g of Mazesa da V i n c i from 'Feodosiya': '... c lepmjMH 
raeBHOTOBMMH jiacTaMH ( I I , p. 125). Mazesa da V i n c i , the Harbour 
Master and Krzyzanowski are a l l associated by an exaggerated concern 
w i t h t h e i r appearance; a l l are successful i n t h e i r dealings w i t h the 
laundry ( I I , pp. 123, 111, 16 r e s p e c t i v e l y ) and the Harbour Master and 
Krzyzanowski f i n d no d i f f i c u l t y i n shaving, i n c o n t r a s t w i t h Parnok's 
a l l too unpleasant experience a t the barber's. Such successful 
dandyism betrays t h e i r a r t i f i c i a l i t y and the i n s i n c e r i t y of t h e i r 
r e l a t i o n s h i p s w i t h other people, epitomised i n the graphic image of 
the Harbour Master's unusual mode of g r e e t i n g : ' 3 T H noijejiyn O H H O C K J I 
npH ce6e, KBK KopoSouKy CBeaoix M H T H O I X jienemeic' ( I I , p. 112). 
The characters i n Egipetskaya marka say very l i t t l e , but the few 
words c o n t r i b u t e d by Parnok and Krzyzanowski are thoroughly i n keeping 
w i t h what i s l e a r n t about them from other methods of c h a r a c t e r i s a t i o n . 
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Parnok's sh o r t statements are u t t e r e d a t times of f e a r f u l alarm, and 
the i n f l u e n c e of Akakiy Akakevich's l i n g u i s t i c s t y l e can c l e a r l y be 
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sensed i n Parnok's use of words w i t h very l i t t l e meaning - f o r 
example, h i s resume of Mervis' a c t i o n i s punctuated by ' H T O see ... 
MOJKeT ... M05K6T ... yaie ... B CaMOM flane ...' ( I I , pp. 8-9). 
Krzyzanowski i s simply pompous and p r e t e n t i o u s , w i t h no concern f o r 
anyone b u t h i m s e l f . Mandelstam describes the shopping e x p e d i t i o n of 
Krzyzanowski and h i s lady f r i e n d w i t h some r e l i s h ( I I , p. 3 2 ) : the lady 
i s r i d i c u l o u s l y stereotyped, being reduced t o the image of a l i t t l e 
p i n k ear; the 'zavodnaya k u k l a o f i t s e r a ' of 'B IIcTepCypre M B I coii#eMCH 
CHOBa' ( I , no. 118) i s i n e v i t a b l y brought t o mind here. There i s a 
c e r t a i n humour i n the grandiose f e e l i n g s aroused i n the couple by the 
i d i o t i c goods which they admire. I t i s w i t h some p r i d e , t h e r e f o r e , 
t h a t Mandelstam imparts the i n f o r m a t i o n t h a t they never v i s i t e d E y l e r s ' 
f l o w e r shop on the O f i t s e r s k a y a - a b u i l d i n g i n which Mandelst.am had 
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l i v e d as a boy ( I I , p. 62) . The speakers i n the b a l l e t passage 
( I I , pp. 28-29) are not named, although i t seems l i k e l y t h a t they are 
none oth e r t h a n Krzyzanowski and hi s . lady. The statements a l t e r n a t e 
between those of a romantic i m a g i n a t i o n : ' - Kaic B U p y M a e T e , r-fle C H f l e n a 
AnHa KapeHHHa?' ( I I , p. 29) and the dogmatic statements of one whose 
confidence knows no bounds: 'HeT, HeT - T V T yxc BU C O M H O H He cnoptTe! 
... - HeT, UTO H H r o B o p H T e ...' ( I I , pp. 28-29). 
( v i i ) Krzyzanowski and the p e r s o n i f i c a t i o n of a b s t r a c t concepts 
Such i s the brash, m i l i t a r y dandy w i t h whom Parnok must contend. 
There are, however, smaller d e t a i l s about Krzyzanowski which r e v e a l a 
ye t more menacing character. He i s e v i d e n t l y one who rose s w i f t l y to 
a p o w e r f u l p o s i t i o n ( I I , p. 16), a s i n g u l a r l y common phenomenon of the 
epoch. At the same time t h i s f i g u r e c o n t r a s t s sharply i n i t s a r t i f i c i a l -
i t y w i t h those who had fought f o r a r e v o l u t i o n which would b r i n g j u s t i c e 
r a t h e r than j u s t p r i v i l e g e f o r themselves. This i s a theme o f Barbier's 
'La Curee', and Mandelstam's t r a n s l a t i o n of t h i s resembles Egipetskaya 
marka's p i c t u r e of the p e r v e r s i o n of a worthy i d e a l which had allowed 
i t s e l f to be wooed by such as Krzyzanowski: 
( i ) TaM He MaH<4njia, K&K B nameM coBpeMeHbH, 
M V H R H P O B 30 j iOTbix op,n;a, -
To 6bmo B pySnme M V S X K H X cepfleu; 6Heiu>e ... 
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( i v ) (CsofioRa) To flesa .GypKan, GacTHJibcicaH K a c a T i c a . . . 
©PHTHHCKHH paCTOHTaB KOJinaK, 
C flBaflnaTHJI6THUM EAPyr GenaTia icaiiHTaHOM 
Ifofl 3ByKH TpyG B BOeHHMH MpaK. 
( Sov. ed., no. 278) 
I t i s i n t e r e s t i n g to note here t h a t Barbier uses a female image to 
represent an a b s t r a c t concept (freedom), a technique which Mandelstam 
employs on s e v e r a l occasions i n Egipetskaya marka. I n t h i s context 
the f a c t t h a t the lady w i t h whom Krzyzanowski associates seems q u i t e 
defenceless i n the face of h i s charms i s d i s t u r b i n g , f o r two of the 
poet's most v i t a l sources, Time and Memory, are p e r s o n i f i e d i n feminine 
images. The c o n t r a s t between the v u l n e r a b l e , s p e c i f i c a l l y feminine 
nature of Time and Memory and the b r a s h l y masculine Krzyzanowski i s 
c r u c i a l here. Time i n Egipetskaya marka i s shown i n the feminine image 
to be n e i t h e r p o s i t i v e (as i t was, f o r example, i n ' B O 3 I > M H Ha panocTb 
H 3 M O H X jiaflOHefi', I , no. 116), nor o v e r t l y h o s t i l e (as i n 'XonoflOK 
meKoyeT TeMJi', I , no. 129). I t i s weak and i n s i p i d , l i k e a cabbage-
white b u t t e r f l y ( I I , ^ p . 18), an image used on s e v e r a l occasions by 
Mandelstam to denote inadequacy, the most s t r i k i n g being i n the 
c o n t r a s t between the s t r e n g t h of the Armenian language and the weakness 
of those who do not appreciate i t : '... K S K pyccKan Gao'oyKa-KanycTKun.a 
B GKGjiHOTeKe KaKrycoB ...' (Puteshestvie v Armeniyu, I I , p . 143). The 
s i c k l y Jewish g i r l of Egipetskaya marka, r e p r e s e n t a t i v e of Time, and, 
f i t t i n g l y , a r e f l e c t i o n of the j e w e l l e r ' s s i c k l y daughters, i s 
obvio u s l y c l o s e l y r e l a t e d to the p e r s o n i f i c a t i o n of Memory: 'HaMflTs -
3 T O GojibHaa fleBymKa-eBpeftxa, yGeraiomaa H O ^ B K ) TaftKOM O T poflHTeneH Ha 
HHKojiaeBCKHH BOK3an: He yBe3eT J I H K T O ? ' ( I I , p. 30). This i n e f f e c t u a l 
f i g u r e i s , moreover, associated w i t h Krzyzanowski; one who obvi o u s l y 
would n o t h e s i t a t e i n abducting young l a d i e s , he leaves f o r Moscow by 
t r a i n , which i m p l i e s t h a t he must have used the Nikolaevsk r a i l w a y 
s t a t i o n 
The impression t h a t Krzyzanowski, obviously i n i m i c a l to Parnok, 
i s also an enemy of the Word i s strengthened by the beverage of which 
he partakes d u r i n g h i s journey by t r a i n : '... O H OTBen.an K e j i e 3 H O f l o p o K n o r o 
KOtJlHH . . . H 3 UHKOPHH, C JierKOH npuSaBKOH KJiaROHmeHCKOH 3eMJIH ...' 
( I I , p. 42). The dea t h l y element of which i t i s compounded accords 
f u l l y w i t h the menace of the. r a i l w a y and the t h r e a t presented to a r t by 
a f i g u r e such as Krzyzanowski. Once again, the beverage consumed ( s e e 
p. 59) reveals the e s s e n t i a l nature of the character. Krzyzanowksi s 
r e l a t i o n s h i p to the Word and to men a l i k e i s i n i m i c a l . I t i s i m p l i e d 
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i n the c l o s i n g passage of the work t h a t he has received another s w i f t 
promotion - he i s now a 'byvshiy r o t m i s t r ' , and h i s new residence, i n 
Moscow suggests the pr e c i s e nature of h i s new employment: 'HaM 
CKasajTH, HTO 3TE rocTHHHHa B nepBbie ace flHH 6buia 3a5paHa p,nn 
padoTHHicoB JlyGjinKH* (N.Ya. I I , p. 590). 
( v i i i ) Mervis and Shapiro 
A l l u s i o n s t o unsavoury connections are also present i n the case 
of Parnok's other enemy, Mervis: 'Ho BceMy C H J I O B H A H O , * I T O B ronoBe y 
MepBHca coBceM ne nopTUHKHoe fleno, a neiTO 6ojiee saKHoe' ( I I , p. 8 ) . 
Mervis' n a t i o n a l i t y i s unclear - the ending ' - i s ' i s a Y i d d i s h s u f f i x 
( f o r example, ' M a r g u l i s ' ) , b ut i t i s f a r more common i n the r e p u b l i c s 
of L i t h u a n i a and L a t v i a ^ : i t was of course from the c a p i t a l of the 
l a t t e r t h a t Mandelstam's f a t h e r came. I t s p i t e of the f a c t t h a t the 
name 'Mervis' h i n t s a t a L a t v i a n or L i t h u a n i a n o r i g i n , Mandelstam goes 
t o some lengths t o s t r e s s Mervis' Jewish a t t r i b u t e s : h i s son i s c a l l e d 
Aron ( I I , p. 8 ) , h i s w i f e ' s voice i s l i k e n e d to s p e c i f i c a l l y Jewish 
honey ( I I , p. 9 ) , Whatever h i s n a t i o n a l i t y , Mervis d e f i n i t e l y 
embodies a t h r e a t . The emphasis l i e s h e a v i l y on h i s cunning and 
mercenary n a t u r e ; a p t l y , he l i v e s on the Monetnaya, a s t r e e t l e a d i n g 
o f f from the Kamennoostrovskiy prospekt. The treachery i n h e r e n t i n 
Mervis' machinations i s made c l e a r i n a c l a s s i c a l reference which 
r e a f f i r m s the feminine nature of Parnok's coat: 'MepBHC noxHran ee Kax 
ca6HHHHKy' ( I I , p. 6 ) . The success of Mervis' dealings i s evide n t i n 
the p l e n t y by which he i s surrounded, he approaches e v e r y t h i n g as i f 
i t were food: 
... cflenan pyxon flBHseiaie, Kaic 6bi BbncoBbipHBaioinee Macno ... 
( I I , P o 8) 
. o o noAyn Ha Hee (BHSHTKy) , K a x Ha ropHMHH i a i l ... 
( I I , p. 33) 
and even h i s w i f e ' s voice resembles r i c h l y f l o w i n g honey ( I I , p. 9) <, 
Mervis i s y e t more s k i l l e d i n the a r t of cunning than Gogol's 
P e t r o v i c h , b ut there are resemblances i n the s i t u a t i o n s surrounding 
the two t a i l o r s . Mervis' w i f e , although not d i s p l a y i n g Madame 
Petrovich's shrewishness, does encourage her husband's schemes. When 
Akakiy Akakevich f i r s t receives Petrovich's t i d i n g s t h a t a new coat 
i s the o n l y answer t o h i s problems, h i s devastated mind can f i x on 
only one t h i n g : 
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... WO H H SbLTlG B A O M H S T G J K 3 K H nOEJIO npeB, H U M 
nyTaTfcCH. O H B H A S J I H C K O ORHoro Tojibico renepajia 
c 3aKneeHHbiM (SyMajKKOH J I H U O M , H a x o f i H B i u e r o c H Ha icptmie 
neTpcBimeBOH Ta6aKepKH.71 
S i m i l a r l y , when Parnok i s deserted by Mervis and h i s f a m i l y h i s 
a t t e n t i o n becomes f i x e d on the strange ' i c o n o s t a s i s ' behind which 
Mervis has disappeared. Petrovich's snuff-box i s pasted w i t h paper 
under which l i e s the p i c t u r e of a general - a f i g u r e to take a 
menacing f l e s h l y form i n the f i g u r e of the 'znachitel'noe l i t s o ' l a t e r 
i n the s t o r y . The p i c t u r e s on Mervis's screen, too, have a d i s t u r b i n g 
relevance t o Parnok's c o n d i t i o n . The p i c t u r e of Pushkin's unceremon-
i o u s l y s e c r e t i v e b u r i a l ( I I , p. 9) was e v i d e n t l y one which deeply 
d i s t u r b e d Mandelstam: he equated i t w i t h the ominous image of the 
n i g h t sun, the t u r n i n g axvay from C h r i s t i a n i t y and a r t of which Russia 
was g u i l t y ( ' P u s h k i n i S k r y a b i n ' , I I , pp. 313-314). I t i s doubtless 
inauspicious t h a t such a p i c t u r e should be openly displayed by Mervis, 
who has t r e a t e d Parnok i n such a shameful way. The second p i c t u r e 
bears a d i s t i n c t t h r e a t . For Mandelstam the aeroplane, and presumably 
the aeroplane i n i t s e a r l i e s t stages (the p i c t u r e i s of Santos-Dumont, 
the B r a z i l i a n a i r s h i p p i o n e e r ) , was profoundly h o s t i l e , being exposed 
to and becoming i d e n t i f i e d w i t h the i n f l u e n c e of n a t u r a l phenomena 
such as the condor - a c a r r i o n b i r d a f t e r the nature of Krzyzanowski. 
Mervis i s of the same order as Krzyzanowski: he i s surrounded by 
' p t i c h i y vozdukh' ( I I , p. 8) and h i s r e l a t i o n s have the movement of 
c a r r i o n v u l t u r e s : 
Krzyzanowskx: ... KaBaneprapsw C J I B T J I T C H . . . 3onoTHe nraMKH-
CTepBHTHHKH . . . 
Mervis: . . . K HeMy cJieTanHCb poflCTBeHHHKH ... 
( I I , p. 8) 
F i n a l l y , the B r e u g h e l - l i k e scene of the t h i r d p i c t u r e accords w i t h 
the grotesquely inhuman nature of the crowd w i t h which Parnok i s t o 
contend. The p i c t o r i a l crowd, l i k e Mervis, i s b i r d - l i k e ('zhuravlinnym 
marshem 1) and i t s members are forerunners of the s i n i s t e r presences to 
appear i n the po e t r y a f t e r Egipetskaya marka: 'TaM xcHBeT Hapofleu, 
MeJiKHii - / B scejiyfleBbix mamcax Bee ...' ( I , no. 264). 
Mervis has two major appearances i n the work, The f i r s t i s 
concerned w i t h the t h e f t of the coat ( I I , pp. 6, 8, 9 ) , where he shows 
himsel f t o be completely u n f e e l i n g - he would deprive Parnok even of 
h i s i l l u s o r y comfort o f l i g h t ( I I , p. 8, see above, p. 65). I n the 
second, the d e l i v e r y of the coat t o Krzyzanowski, Mandelstam's tone i s 
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more e x p l i c i t l y condemnatory. Mervis i s b l i n d - l i k e P e t r o v i c h 
who was b l i n d i n one eye - b u t i n a s i n i s t e r f a s h i o n which i s 
h o r r i b l y reminiscent of the d r e a d f u l V i y : 1 ... HHorfla onymeHHoe 
Beico BKflHT 6ojibme, *ieK rjia3 ..." ( I I , p. 33). His blindness i s 
i n d i c a t i v e of h i s cunning, as are h i s w r i n k l e s , arranged i n t i e r s , 
an image d i s t a s t e f u l t o Mandelstara because of i t s n o t i o n of the 
crowding together of people - hence the derogatory *skopishche*. 
Mervis i s thoroughly a r t i f i c i a l : h i s p o r c e l a i n e x t e r i o r conceals 
h i s t r u e c o n v i c t ' s hardness. His human resemblances are scarce. 
He i s a s a t y r , a mask, t a i n t e d by dishonesty and disease and he i s 
described as a ' k i f a r e d ' , an a l l u s i o n t o Thamyras, s u b j e c t of a 
tragedy by Sophocles which was adapted i n Russian t r a n s l a t i o n by 
Aimensky (see below, p. 140). Whereas Thamyras once v i e d w i t h the 
Muses, Mervis i s i n league w i t h e v i l forces i n the p r a c t i c e of h i s 
cunning, and because o f h i s connection w i t h such forces he 
becomes an agent of death. The e x t e n t of Mervis' crime can be seen 
i n the s t r i k i n g c o n t r a s t between h i s a c t i v i t i e s and those of 
Shapiro, a t a i l o r from Mandelstam's childhood. Mervis maps the 
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coat i n a clean l i n e n sheet, t r u e to the t r a d i t i o n of P e t r o v i c h 
The c r i m i n a l nature of Mervis' a c t i o n , however, transforms the 
l i n e n i n t o a f u n e r a l shroud - a t e r r i b l e d i s t o r t i o n of t h a t m a t e r i a l 
which, through h i s childhood knowledge of Shapiro, had symbolised 
honesty f o r Mandelstam: 
E C T B TeMiiaa, c neTCTBa HflymaH repanbfljiKa upaBCTBeHHtix 
H O H H T H H : ntBapK p a s f l H p a e M o r o nonoTHa MoseT 03Ha*iaTb 
qecTHocTb, H X O J I O A MaflenonaMa - cBHTOcTb. 
( I I , p. 12) 
Shapiro i s most d e f i n i t e l y a Jew, and, u n l i k e Mervis, he respects 
the p r i n c i p l e o f honesty which Mandelstam had demonstrated to be of 
prime s i g n i f i c a n c e i n the l i f e of a Jew. I n both Egipetskaya marka 
and Shum vremeni honesty i s equated w i t h h o l i n e s s : 'flna e B p e n 
lecTHoerb - 3 T O MynpocTb H n o ^ T H CBHTOcTb' (Shum vremeni, I I , p. 69). 
There i s a strong connection here w i t h the concept of honour 
('chest'') which i s also shown to be absent i n the w o r l d of 
Egipetskaya marka (see below, p. 170). The f u n c t i o n of the character 
of Shapiro i s t o h i g h l i g h t Mervis' e v i l nature and thus t o create a 
t h r e a t e n i n g atmosphere, f o r i t i s Mervis and Krzyz'anowski who t h r i v e , 
not Parnok and Shapiro. 
The c h a r a c t e r i s a t i o n of Shapiro provides a f i n e example o f 
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Mandelstam's a b i l i t y t o g i v e a childhood reminiscence w i t h c o n v i n c i n g l y 
c h i l d l i k e i n t e r p r e t a t i o n s , " w h i l e adding d e t a i l s which have s i g n i f i c -
ance to the work as a whole. Like Mandelstam himself Shapiro has 
Russian as w e l l as Jewish elements (ilikolay/Davydych), and there i s 
much about him which i s sympathetic. His poverty i s epitomised i n 
the technique of r e d u c t i o n t o one d e t a i l - he and h i s f a m i l y are 
embodied i n the image of three roubles. ( I I , p. 12) . There i s a c e r t a i n 
i d e n t i f i c a t i o n between Mandelstam and Shapiro's c h i l d r e n ; f o r b o t h , 
the prominent f e a t u r e of e a r l y years was e v i d e n t l y childhood i l l n e s s : 
Shapiro: . . . H fleTeft, c HapbiBaMH B ropjie ... ( I I , p. 12) 
Mandelstam: BepHyncH B M O H ropon;, sHaKOMbift A O 
cjie ' 3,/flo npoaouioK, A O A ^ T C K H X 
npHnyxjaix xejie3. ( I , no. 221) 
I t i s the childhood i n t e r p r e t a t i o n of the 'Sands', however, which i s 
of the g r e a t e s t s i g n i f i c a n c e . L i k e fhe demented Evgeny,Shapiro, as 
a ' l i t t l e man', i s s u b j e c t t o c r u e l aspects of n a t u r a l phenomena which 
w i l l i n e v i t a b l y destroy him: 'necxH, rAe O H J K H J I , 6bmn Caxapoii ... SL 
6ojuicH, M T O Ha necxax noAHHMeTCH ct-iep*i . ( I I , p. 12). An 
a p p r e c i a t i o n of t h i s f a t e reveals the t r u l y ominous nature o f the 
m u t t e r i n g s of the ' t e r r i b l e stone lady': * - Mycop Ha imoinaAH ... 
CaMVM ... Apa6bi ...' ( I I , p. 30). A t e r r i b l e wind has now a c t u a l l y 
s t r u c k Petersburg, and i t has the a d d i t i o n a l l y t h r e a t e n i n g f e a t u r e -
and one t y p i c a l of Egipetskaya marka - of being of o r i e n t a l o r i g i n . 
The use of n a t u r a l elements i n the r e p r e s e n t a t i o n of r e v o l u t i o n i s by 
no means an i n n o v a t i o n (compare the l e x i c a l a s s o c i a t i o n s of r e v o l u t i o n 
and n a t u r a l storms i n the poetry of Tyutchev i n h i s work on Napoleon 
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and the poems such as 'Kon' morskoy') . The Arabian wind, however, 
i s r e p r e s e n t a t i v e r a t h e r of a p a r t i c u l a r a ftermath of r e v o l u t i o n which 
Barb i e r had condemned i n h i s poem 'La p o p u l a r i t e ' , namely t h a t sense 
of v a n i t y which leads the v i c t o r s away from a l t r u i s t i c deeds t o s e l f -
g l o r i f i c a t i o n and s e l f - i n t e r e s t - and the i n f l i c t i o n of c r u e l t y on 
o t h e r s . I t i s s i g n i f i c a n t t h a t Mandelstam chose t o t r a n s l a t e t h a t 
s e c t i o n of the poem which de p i c t s t e r r o r as i n f l i c t e d by a n a t u r a l 
element, the s e a : 'KHAaeT c xpoBbio H S M , o6paTHo B H J I cBajiHBinHCb, / 
TopCTB ^enoBe^ecKHX T O U O B ' ('Eto zyb' s Sov„ ed. 9 no. 280). 
( i x ) R e l a t i o n s h i p s between the characters 
A s e c t i o n of B a r b i e r ' s 'La p o p u l a r i t e * which Mandelstam d i d not 
t r a n s l a t e provides a s t a r t l i n g l y accurate r e f l e c t i o n of the r e l a t i o n -
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ships of the characters i n Egipetskaya marka. To Krzyzanowski and 
Mervis, Parnok i s expendable,, merely ' d e b r i s ' (compare 'musor' of I I , 
p. 3 0 ) : 
Helaa! nous existons dans un temps de misere, 
Un temps a n u l a u t re p a r e i l , 
Ou l a c o r r u p t i o n ronge e t p o u r r i t sur t e r r e 
Tout ce qu'en t i r e l e s o l e . i l ; 
Oii dans l e coeur humain l'ego'isme deborde, 
Oil r i e n de bon n'y f a i t s e j o u r ; 
Ou p a r t o u t l a v e r t u montre b i e n t o t l a corde, 
Oil l e heros ne l ' e s t qu'un j o u r . 
Un temps ou les serments e t l a f o i p o l i t i q u e 
Ne soulevent p l u s que des r i s ; 
Ou l e sublime a u t e l de la. pudeur publique 
Jonche l e s o l de ses d e b r i s ; 
Un v r a i s i e c l e de boue, ou, plonges que nous sommes 
Chacun se v a u t r e e t se s a l i t . 7 4 
The f o r c e which governs the characters i n Egipatskaya marka, 
gu i d i n g them i n t h e i r s e l f - i n t e r e s t , i s t h a t of Fear, an a b s t r a c t 
concept which i s again p e r s o n i f i e d . This p e r s o n i f i c a t i o n i s of a 
r a t h e r d i f f e r e n t n a ture from t h a t of Time and Memory (see above, p. 76). 
I n the case of Time and Memory such p e r s o n i f i c a t i o n e s t a b l i s h e d a 
c o n t r a s t between feminine and masculine and thus created an atmosphere 
of t h r e a t , which seemed to have p a r t i c u l a r reference t o a r t i s t i c 
c r e a t i o n . Fear, however, i s an a l l - p e r v a d i n g f o r c e i n Egipetskaya 
marka, one which r u l e s i n some way or another the l i f e of every 
character. Mandelstam had always been aware of the m a l i c i o u s e f f e c t s 
of Fear, and h i s assessment of i t s e s s e n t i a l nature i s t o be found at 
an e a r l y stage i n the p o e t r y : 'H caMbrii cTpax ecTB H V E C T B O nyci-ora' 
( I , no. 34). This i s p r e c i s e l y t h a t s t a t e of emptiness, t h a t disease 
which had overtaken Petersburg (see below pp. 90-93). His growing 
apprehension of the i n f l u e n c e of Fear can be seen i n h i s t r a n s l a t i o n 
of Barbier's 'L'Emeute', where h i s 'CTpax 6ber 6es npcmaxy' (Sov. ed., 
no. 282) i s y e t more ominous than the o r i g i n a l : 'La peur frappe 
partout'^"'. Fear i n Egipetskaya marka i s the 'cooper' ( I I , p. 18) 
which binds the crowd together and precludes the p o s s i b i l i t y of 
i n d i v i d u a l s speaking i n defence of the v i c t i m . I t i s Fear which has 
reduced them t o the i n s e c t s t a t e observed above (see p. 66); l i k e the 
cockroach they are omnivorous, and t h e i r g u i d i n g i n s t i n c t i s s u r v i v a l . 
Mandelstam was t o develop t h i s theme i n 'Chetvyortaya proza' w i t h a 
s t r a i g h t f o r w a r d 9 a c i d l y humorous tone q u i t e u n l i k e t h a t of Egipetskaya 
marka. The same s o r t of f e a r predominates i n the l a t e r work, and i t 
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i s named: 'zhivotnyy s t r a k h ' ( I I , p. 179). The cowardly are seen to 
l i v e i n t e r r o r of being n o t i c e d , and medical imagery i s used to 
describe t h e i r e f f o r t s to remain anonymous, and t h e r e f o r e 3afe: 
Hcaii BeHenjiKTOBK^ c nepBbix ne raaros noseji ce6H TaK, 
6yflTO 6one3Hb 3 a p a 3 H T e n b H a , npurmn^HBa - Bpofle 
CKapjiaTHHM - TaK M T O H ero - Kcafl SeneflHKTOBH»ia - M o r y T , 
*iero AoSporo, p a c c T p e j i K T b . 
( I I , p. 177). 
I l l n e s s and Fear are r e l a t e d i n EgipeLskaya marka a l s o ; Parnok, the 
character who has the most to f e a r , i s i n the f i r s t stages of some 
k i n d o f s c l e r o s i s . The i l l n e s s i s named as s c l e r o s i s i n an auto-
b i o g r a p h i c a l reminiscence ( I I , p. 32) which forms the l a s t of three 
references to the a c t i o n of a towel ( o r rag) s t i m u l a t i n g the movement 
of the blood. The second such reference reveals t h a t i t i s Parnok's 
timorous nature which has l e d to t h i s disease: 'H KpojiH*ibfl K P O E B nop. 
MoxHaTMM nonoTeuneM corpeBanacb MrHOBeHno' ( I I , p. 13). The f i r s t i s 
an i n d i c a t i o n of the t e r r i f y i n g l y contagious nature of the d i s e a s e -
even Parnok's k i t c h e n i s i n danger: 'IlbiJibHue T P H O T C H H meTKH 
pa3orpeBaroT ee fienyio K P O B B ' ( I I , p. 7 ) . The t o w e l , the rag and the 
brush are of course associated w i t h those c l e a n i n g agents seen above 
to be concerned w i t h the d e s t r u c t i o n of Parnok. I t w i l l be n o t i c e d , 
however, t h a t the cure i s of no lengthy d u r a t i o n ('mgnovenno' can 
imply 'momentarily' as w e l l as ' i n s t a n t l y ' ) and Parnok lapses i n t o 
h i s former s t a t e as soon as the danger from the barber i s gone. The 
s c l e r o s i s , then, l i k e Mandelstam's p o e t i c s i l e n c e , i s a s t a t e of 
i n a c t i v i t y which i s associated w i t h the negative phenomenon of disease 
and i s a t the same time - f o r Parnok a t l e a s t - a form of p r o t e c t i o n . 
Parnok e v i d e n t l y succumbs to a c e r t a i n extent t o Fear which 
surrounds him. Fear i s embodied i n the f i g u r e of the lady doctor, 
Dr. Strashuner, the reference to whom i s decidedly vague: ' T f l e - T O 
npaKTHKOBana xeHmnHa-Bpati CTpamyHep' ( I I , p. 32). That she i s the 
enemy of Parnok can be i n f e r r e d from the f o l l o w i n g p o i n t s . F i r s t l y , 
she appears immediately a f t e r the d e s c r i p t i o n of Krzyzanowski's 
shopping e x p e d i t i o n , a f i n a l t h r e a t e n i n g d e t a i l i n a h o s t i l e d e p i c t i o n . 
Secondly, i t must be remembered t h a t Parnok i s i d e n t i f i e d w i t h 
Dostoevsky's Golyadkin. Golyadkin's f a t e i s decided by Dr. C h r i s t i a n 
Ivanovich Rutenspitz, whose t r u l y demonic nature i s revealed only 
when he passes sentence on Golyadkin: Asa or-HeHHbie r n a s a . . . H 
snoBemeio, aACKoio paAOCTbio 6-necTejiH ...'^. Dr. Rutenspitz i s 
e v i d e n t l y of German o r i g i n , and has an a p p r o p r i a t e l y t h r e a t e n i n g name 
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( d i e Rute - a s t i c k , s p i t z e t i - to s h a r p e n ) ; Strashuner too has a 
Germanic ending (-er) and- i s s i g n i f i c a n t l y a s s o c i a t e d w i t h Fear 
( s t r a k h - Strashuner). • 
Parnok's c o n f r o n t a t i o n w i t h Fear provides an a d d i t i o n a l i n s i g h t 
i n t o the reasons behind the choice of h i s name, reasons which a r e 
made c l e a r through comparison w i t h Mandelstarn's l a t e r works. I n 
'Chetvyortaya proza' Mandelstam f i r m l y d i s s o c i a t e s h i m s e l f from those 
h y p o c r i t i c a l members of s o c i e t y concerned w i t h w r i t i n g - h i s 
'parnokopytnye druz'ya' ( I I , p. 180). Such a use of t h i s image 
suggests that h i s comment on hooved animals i n Puteshestvie v Armeniyu 
betrays more than an i n t e r e s t i n e v o l u t i o n : 'lIapHOKOiTfciTia>rii pa3yM 
MoieKonHTawiiiHx o#eBaeT H X naJibuu 3aKpyrj ieHHHM poroM* ( I I , p. 165). 
Parnok's hooved c o n d i t i o n may w e l l i n d i c a t e such a 'hooved' mode of 
thought - one t o t a l l y confused by .the Fear which dominates F.gipetskaya 
marka's s o c i e t y . I t i s no doubt a s i g n of Mandelstam's own c o n f u s i o n 
t h a t h i s d i s s o c i a t i o n from the hooved i s by no means as c a t e g o r i c a l 
i n Egipetskaya marka as i t was t o be i n 'Chetvyortaya pro?.a'. I n the 
e a r l i e r work he makes a p l e a r a t h e r than a d e c l a r a t i o n : TccnoAn! 
Ke CRejiaH MeHH I I O X O J K H M Ha IlapHOKal flaii H H E C H J I B I OTJiH^iKTb cefm O T 
Hero' ( I I , p. 24). I n Egipetskaya marka he s t a t e s h i s awareness of 
the f a c t t h a t the 'hooved' m e n t a l i t y p r e v a i l s , d i s l o c a t e d from t h a t 
order and i n c i s i v e n e s s which alone can render i t worthwhile and 
e f f e c t i v e . This i s demonstrated i n the 'Nurmis' skate imagery, where 
Parnok's hooves are i n evidence once again: 
Tax KOHBKH, npHBHHMeHKbie ... K aMepHKailCKKM KOnbIU,aM-
raHypoBKaM, cpamjiBawTCH c H H M H . . . H ocHacieHHafi cGyBb 
... npespamaeTCH B BenHKonenHbie npaiconbH ouiMeTKH, 
KOTOpbM HeT Iia3BaHbH H H,eHbI. 
( I I , p. 34) 
I t i s q u i t e i n keeping w i t h the tone of the work t h a t the Fear 
which reigns should be embodied i n the f i g u r e of a woman, f o r woman 
i s p r i m a r i l y associated w i t h death i n Egipetskaya marka (see below, 
Chapter Three, s e c t i o n ( i i i ) ) . Fear's f i n a l appearance i s a l s o i n a 
feminine form, although i t s f e m i n i n i t y i s only suggested here ( I I , 
p. 41; i t s gloves would seem t o be l a d i e s ' a p p a r e l ) . Fear i s 
h o r r i f y i n g l y r e a l , and as i t l e a d s him Mandelstam i s aware even of 
the m a t e r i a l of i t s g l o v e s , which share the s i n i s t e r whiteness of 
Petersburg's w h i t e n i g h t s : 'Benan HHTJiHaH nep^iaTKa. MuTeHbKa. Z 
J D O O J I W , H yBascaio CTpax. HyTb 6bino He cicasan: "c H H M MHe He CTpamHo!1" 
- 8 4 -
Here one senr.es t h a t Mandelstam i s searching f o r a c o n s t r u c t i v e 
element i n Fear. Such an element e x i s t s perhaps i n MandeIstain's 
respect of Fear, i n h i s r e c o g n i t i o n of i t s existence - u n l i k e 
Krzyzanowski and Mervis the t r u l y dangerous, who are not a f r a i d and 
merely i n f l i c t f e a r upon o t h e r s . Mandelstam cannot y e t d i s s o c i a t e 
h i m s e l f f i r m l y from the 'parnokopytnye' because he cannot y e t 'look 
f e a r i n the eyes', a requirement, according to Nadezhda Yakovlevna, 
of those who would f i n d a source of s t r e n g t h and endurance i n the 
conquering of f e a r (N.Ya. I I , p. 2 0 1 ) . The f i n a l appearance of Fear 
i n Egipetskaya marka i s , t h e r e f o r e , i n another vague form. I t i s 
n o t q u i t e p e r s o n i f i e d , f o r only one d e t a i l of i t s appearance i s given, 
I t i s thus remarkably s i m i l a r t o the characters themselves, who are 
never f u l l y described, but merely c h a r a c t e r i s e d by one d e t a i l or 
comparison. The faces of the char a c t e r s , as the face of Fear, are 
uf.ver seen; t h i s i s the case w i t h Father B r u n i , whose cassock sleeves 
p o r t r a y h i s p h y s i c a l appearance, w h i l e a simple comparison s e r v e s t o 
def i n e h i s un a s s e r t i v e nature; ' O H noTflnyji CBflraeHHHKa sa nn ipcKHH 
raocTpHHOBbiH pyKaB H noBan ero, K 3 K KopaCjoiK* ( I I , p. 1 4 ) . There 
could be no plac e , indeed, f o r i n d i v i d u a l s w i t h faces i n a s o c i e t y 
d i v i d e d i n t o the categories of crowd and v i c t i m : 
CKa3aTb, I T O Ha HeM He 6uno mma? HeT, J I H U , O Ha neM 
GbUlO, XOTH JIHU.a B TOJine He HMeiOT 3Ha*£eHHH, HO SCHByT 
CaMOCTOHTejIbHO ORHH 3aTbUIKH H yiBH. 
( I I , p. 1 7 ) 
The characters of Egipetskaya marka are only p a r t l y human, and the 
p a r t i c u l a r 'noise' of t h e i r s o c i e t y deafens the poet who i s no longer 
able to w r i t e p o e t r y . Thus the poet shares the confusion of h i s hero 
Parnok, and he can only be aware t h a t Fear e x i s t s and d i r e c t s , 
l e a d i n g , as i t were, by the hand. 
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Chapter Three 
The Geographical S e t t i n g of Egipetskaya marka 
( i ) Petersburg's i n f l u e n c e on Mandelstam 
The geographical s e t t i n g of Egipetskaya marka, Petersburg, i s a 
f e a t u r e which at once e s t a b l i s h e s t h a t a r e l a t i o n s h i p e x i s t s between 
t h i s piece of prose and Mandelstam's other work, f o r i t i s a c i t y 
which occurs w i t h some frequency i n both h i s prose and p o e t r y . The 
c i t y w i l l be r e f e r r e d t o throughout t h i s chapter as 'Petersburg'. 
The new name of Leningrad was as meaningless to Mandelstam as had been 
the i n t e r m e d i a t e Petrograd: i n h i s work i t i s r e f e r r e d t o e i t h e r as 
Petersburg, or as P e t r o p o l i s . Mandelstam's preoccupation w i t h 
Petersburg i s e n t i r e l y i n keeping w i t h h i s biography, f o r he grew up, 
received h i s education and took h i s f i r s t steps i n t o the l i t e r a r y 
w o r l d i n Petersburg; although he was born i n Warsaw, i t was Petersburg 
he counted as h i s n a t i v e c i t y . I t was also h i s home d u r i n g the gr e a t e r 
p a r t of t h a t p e r i o d when he was s t r i c k e n by the 'poetic s i l e n c e ' 
which prevented the c r e a t i o n of o r i g i n a l p o e t r y . Egipetskaya marka 
was w r i t t e n there w h i l e Mandelstam was committing the ' s a c r i l e g i o u s ' 
act of l i v i n g amidst Pushkin's ancient haunts at Tsarskoe Selo (N.Ya. I , 
p. 3 3 ) . 
The i n f l u e n c e of the c i t y , w i t h i t s wealth of h i s t o r i c a l and 
l i t e r a r y a s s o c i a t i o n s , on the poet, should not be underestimated. I t 
was the symbol of the s t r e n g t h of Peter the Great, the scene o f 
assassinations and of u p r i s i n g s - from t h a t of the Decembrists i n 
1825, t o the r e v o l u t i o n s of 1905 and 1917. I t had been embodied i n 
the works of Pushkin, Gogol, Dostoevsky, and Bely. Furthermore, i t 
was a common f a c t o r i n the l i v e s of both Pushkin and Mandelstam; f o r 
both i t had been the scene of boyhood and education. I n view of 
Mandelstam's boundless, even r e v e r e n t i a l , respect f o r h i s p o e t i c 
predecessor - " . . . K a x o e - T O He6biBaj ioe , no^TH r p o 3 H o e oTHomeHHe . „ . ' ^ 
- the f a c t t h a t Petersburg was Pushkin's c i t y must have played an 
important p a r t i n h i s a t t i t u d e towards i t . 
B i o g r a p h i c a l , h i s t o r i c a l , and l i t e r a r y a s s o c i a t i o n s , then, form 
the background t o Petersburg's i n f l u e n c e on Mandelstam. This i n f l u e n c e 
reveals i t s e l f i n d i f f e r e n t ways a t d i f f e r e n t periods of h i s work; as 
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times changed, so d i d Petersburg and the poet's r e l a t i o n s w i t h i t . 
Whether r e p e l l e d o r a t t r a c t e d by i t , however, Mandelstam was always 
very much aware o f i t : 
3 T O 6bin pofliiOH ropon; MaHn,ejn>mTaMa - J H O S H M M H , HacKB03b 
3HaKOMHH, HO H3 KOTOpOrO HejIb3H H6 6e2CaT& . . . 
IleTepSypr - S O J I B MaHflanbniTaMa, ero C T H X H H ero HeMora. 
(N.Ya. I I , p. 113) 
Just as i n the case of V i l l o n ( ?Fransua V i l l o n % I I , p. 304) and 
Dante, p o e t i c predecessors f o r whom Mandelstam had a very s p e c i a l 
regard, the c i t y was Mandelstam's e s s e n t i a l element, and aroused deep, 
i f d i f f e r e n t , emotions i n him: 
ropofloJiwSHe, r o p o f l o c T p a c T H e , ropof lOHei iaBHCTHH^ecTBo -
B O T MaTepHH i n f e r n o flnH n3rHaHHmca C B O H 
eflHHCTBeHHbiH, sanpemeHHMH H 6e3B03BpaTHo yTpa^eHKbifi 
ropoA pa3seHH ncsofly - O H H M OKpyxcen. 
(Razgovor o D a n t e , I I , p. 402) 
The nature of the Petersburg of Egipetskaya marka i s c l o s e l y 
r e l a t e d t o t h a t of the c i t y as i t i s depicted i n the poetry and the 
other prose. This r e l a t i o n s h i p i s due t o two main themes: the 
progressive decay of the c i t y , and the poet's growing aversion from 
i t , which r e s u l t s i n a f i n a l and complete a l i e n a t i o n . I n order t o 
define the d i s t i n c t i v e p o s i t i o n of Egipetskaya marka w i t h i n such a 
framework of decay and a l i e n a t i o n , the s e t t i n g of the piece w i l l be 
considered i n the context of the poet's work from 1912 t o 1933, w i t h 
reference t o the Petersburg of other w r i t e r s , and to other c i t i e s 
which appear i n the p o e t r y and prose of Mandelstam. 
( i i ) The c o n s t r u c t i o n of Petersburg and i t s i n f l u e n c e on h i s t o r i c a l 
events 
I n assessing the character of the c i t y i t s c o n s t r u c t i o n i s the 
f i r s t f e a t u r e which must be considered. With h i s f a s c i n a t i o n f o r the 
c u l t u r e of the Mediterranean w o r l d , h i s a p p r e c i a t i o n c f measure and 
symmetry, Mandelstam was bound to draw some i n s p i r a t i o n from the 
m a g n i f i c e n t c r e a t i o n s of a r c h i t e c t s such as R a s t r e l l i and Quarenghi, 
whose work was everywhere to be seen. C e r t a i n of Petersburg's 
a r c h i t e c t u r a l monuments are indeed depicted i n the p o e t r y i n a way 
which stresses Mandelstam's h i g h regard f o r them - he concentrates on 
the movement, balance and symmetry which they d i s p l a y , on the beauty 
and wonder of a r t which c o n t r a s t s w i t h the emptiness of space: 
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H xpawa Maiiein.Koe. TSJTO 
OflymeBjieHnee CTOKpaT ... ( I , no. 61) 
He OTpHn,aeT H H npocTpaHCTBa npeBocxon;cTBO 
Ceii ijejiOMyflpeHHO nocTpoeHHLra KOBier? ( I , no. 48) 
The i n s p i r a t i o n of beauty such as t h a t embodied i n the Admi r a l t y 
b u i l d i n g was not the whim of some demigod, but the 'xnmHbiH rjia30Mep 
npocroro CTOjiHpa' ( I , no. 4 8 ) . Such was the cr a f t s m a n s h i p which 
Mandelstam demanded of po e t r y - t h a t of the a r c h i t e c t - so t h a t a 
p o e t i c whole might be a t t a i n e d by the r e l a t i o n s h i p of word to word, 
as a b u i l d i n g stands by means of the r e l a t i o n s h i p of stone to sto n e . 
('Utro akmeizma', I I , pp. 320-323). 
The b u i l d i n g s of Pe t e r s b u r g may have been b e a u t i f u l i n themselves, 
f i t to provide a poet w i t h i n s p i r a t i o n , but i n the co n t e x t of t h i s 
p a r t i c u l a r R u s s i a n c i t y t h e r e was something u n n a t u r a l about t h e i r 
p r e s e n c e . T h i s i s a p o i n t which emerges i n works on P e t e r s b u r g from 
Pushkin to B e l y . I n Mednyy vsa d n i k Pushkin d e p i c t s the t e r r i b l e 
consequences of imposing the w i l l of man, even i f he be P e t e r the 
Grea t , upon the h o s t i l e f o r c e s of natu r e ; B e l y p o i n t s to the s u f f e r i n g 
which the enforced c o n s t r u c t i o n of the c i t y must have caused; 
pado^ieMy raofly K H T B TpyflHO; OTTyfla BOH3ae.TCH IIeTep6ypr H 
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npocneKTHHMH CTpanaMH H BaraToro KaMemaix B eiiHK a HOB ' . Dostoevsky's 
famous phrase from h i s Z a p i s k i i z podpol'ya i s perhaps the most 
r e v e a l i n g of a l l t h a t i s u n n a t u r a l and de c e p t i v e about the c i t y : 
cyry6oe Hec*cacTbe oSHTa-rb B IleTepSypre, caMOM OTBJie^eHHOM H 
yMbimjieHHOM ropofle Ha BceM seMHOM mape^. I n Mandelstam's e a r l y poems, 
a p a r t from those which c e l e b r a t e P e t e r s b u r g ' s a r c h i t e c t u r a l b e a u t i e s , 
the c i t y r e t a i n s those r a t h e r u n a t t r a c t i v e p h y s i c a l f e a t u r e s by which 
i t had been c h a r a c t e r i s e d i n the works of Gogol and Dostoevsky - the 
ye l l o w n e s s of the b u i l d i n g s , the turbulence of the Neva, the m i s t s , the 
hard g r a n i t e l i n e s of the c i t y ( I , nos. 42, 45, 8 6 ) . A f u l l e r 
e v a l u a t i o n of P e t e r s b u r g ' s p h y s i c a l c h a r a c t e r i s t i c s , and one which i s 
r e p r e s e n t a t i v e of Mandelstam's developing a t t i t u d e towards the c i t y , 
i s to be found i n the p r o s e . I n Shum vremeni (1925) the c i t y emerges 
from the poet's g r a p h i c childhood impressions as a scene of m i l i t a r y 
grandeur, whose c o l o s s a l o u t l i n e s and c o l d , s e c r e t i v e s t a t e l i n e s s the 
c h i l d ' s i m a g i n a t i o n was quick to endow w i t h s u i t a b l y m a g n i f i c e n t 
m i l i t a r y parades ( I I , p. 5 0 ) , The v e r y c o n s t r u c t i o n of the c i t y f o r e -
t o l d i t s r o l e as the s e t t i n g f o r u p r i s i n g s , f o r major h i s t o r i c a l e v e n t s 
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- a p o i n t which i s developed more f u l l y i n the e a r l i e r 'Krovavaya 
m i s t e r i y a 9-go yanvarya' ( 1 9 2 2 ) . Here the p l a n of the c i t y i s seen to 
be the f o r c e which i m p e l l e d the p r o c e s s i o n o f p e t i t i o n e r s to approach 
the Winter P a l a c e on the f a t e f u l 'Bloody Sunday': 'Bcet-m C B O K M H 
yjnmaMH „.. IIeTep6ypr ecTecTBeHHo TeieT B MontHwit rpaKHTHb$ BOfloei-i 
flBopijoBoft imomaflH ...' ( I I I j p. 130). The image of the r e s e r v o i r as 
the f o c a l p o i n t , the i n e v i t a b l e scene of e v e n t s , r e c a l l s and 
e l u c i d a t e s a poem of 1915, where the p a s s e r s - b y are seen to disappear 
i n t o a s i n i s t e r w h i r l p o o l : 
B UepHOM OMyTe CTOJIHlTbl 
CTOjinmiK-aHreo! B03Hecen. 
B TeMHoii apKe, K S K IUIOBU>I 
Hcqe3aK»T nemexoflu ... ( I , no. 189) 
Pe t e r s b u r g , then, forms an i d e a l s e t t i n g f o r r e v o l u t i o n , indeed i t 
seems to encourage i t : a p o i n t of obvious importance w i t h r e g a r d t o 
E g i p e t s k a y a marka, w i t h i t s r e t r o s p e c t i v e c o n s i d e r a t i o n of 1917. 
Both Shum vremeni and the a r t i c l e on the 1905 r e v o l u t i o n 
i n d i c a t e another of the c i t y ' s f e a t u r e s which i s even more r e l e v a n t 
to E g i p e t s k a y a marka, namely the power of P e t e r s b u r g to i n f l u e n c e not 
only the p l a c e of an event, b u t a l s o i t s c h a r a c t e r . Thus Mandelstam's 
e a r l y y e a r s and i n c l i n a t i o n s were governed by the s t r e e t s of 
P e t e r s b u r g (Shum v r e m e n i , I I , pp. 49 and 5 2 ) . Thus too the nature of 
the outcome of 'Bloody Sunday', which could have o c c u r r e d o n l y i n 
Pe t e r s b u r g : '... ero miaH, pacnojiosceHHe ero VJIHD;, ;ryx ero apxHTeicTypu 
ocTaBHJiH HeH3rjiaflHMHH cnefl Ha npHpop;e HCTopH^ecKoro C O 6 U T H H ' 
('Krovavaya m i s t e r i y a 9-go yanvarya', I I I , p. 130). The i n s p i r a t i o n 
of the c i t y ' s p l a n c o u l d be c a l l e d t h e o r e t i c a l : the c o n s t r u c t i o n of a 
ma g n i f i c e n t c a p i t a l i n d e f i a n c e of the n a t u r a l s e t t i n g . I t i s t h i s 
t h e o r e t i c a l a s p e c t which imposed i t s e l f upon the events of 1905; i n the 
chapter of Shum vremeni e n t i t l e d 'Sergey I v a n y c h ' , Mandelstam conveys 
the i m p r e s s i o n t h a t the f a i l u r e of the u p r i s i n g was due i n p a r t to i t s 
s t r o n g l y t h e o r e t i c a l f o u n d a t i o n s . The 1905 r e v o l u t i o n i s d e s c r i b e d as 
a chimera, which i s embodied i n the person of Sergey I v a n y c h , ' t u t o r ' 
of the r e v o l u t i o n , whose r e v o l u t i o n a r y t h e o r i z i n g proved to be as 
i n s u b s t a n t i a l as the c i g a r e t t e smoke b y which he was c o n s t a n t l y 
enveloped ( I I , pp. 79-82). The choice of the image of the chimera, a 
combination of a policeman's 'lynx' eyes and a st u d e n t ' s b e r e t , i s 
i n s t r u c t i v e w i t h r e g a r d to E g i p e t s k a y a marka. T h i s work, as p a r t s of 
Shum vremeni and 'Krovavaya m i s t e r i y a 9-go yanvarya', i s a 
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r e t r o s p e c t i v e view of r e v o l u t i o n . T h i s a p p l i e s to B e l y ' s P eterburg 
a l s o : p u b l i s h e d i n 1913 but s e t i n 1905, i t i s as vague a r e p r e s e n t -
a t i o n of t h a t r e v o l u t i o n as E g i p e t s k a y a marka i s of 1917. Mandelstam, 
however, v a l u e d P e t e r b u r g r a t h e r f o r i t s sense of r e v o l u t i o n which was 
to come, i t s sense of 'pr e d r e v o l y u t s i o n n a y a trevoga' ( I I , p. 42 3 ) . I n 
Peterburg people and events a r e surrounded by a s p e c t r a l haze f o r 
which the s t r e e t s of the c i t y a r e d i r e c t l y r e s p o n s i b l e : . 'IleTepSyprcKHe 
yjuruH odjiafiaioT oflHHM HecoMHeHHeftmHM C B O H C T B O M I npeBpamawT B T e r a 
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npoxoKHx' . Such s p e c t r a l elements f i n d an echo i n the chimera of 
Mandelstam 1s Shum vremeni; i n t u r n t h i s chimera has d i s t u r b i n g 
r e f l e c t i o n s i n E g i p e t s k a y a marka. S e v e r a l h y b r i d forms appear i n t h i s 
work, and they a r e an indict m e n t of the P e t e r s b u r g d e s c r i b e d as they 
seem to t h r i v e t h e r e . I n the commercial xrorld t h e r e i s the f e l o n i o u s 
t a i l o r Mervis, who amongst oth e r unsavoury c h a r a c t e r i s t i c s i s not 
u n l i k e a s a t y r ( I I , p. 3 3 ) . Indeed, even Parnok seems to be compounded 
of d i f f e r e n t s p e c i e s , w i t h h i s s h e e p - l i k e hooves. I n the l i t e r a r y 
w o rld, the h y b r i d s c a n d a l r e i g n s : '3TO He icaTacTpo$a, HO o6e3bHHa ee, 
nojyioe npeBpameHHe, Korna Ha mie^ax y lejioseica BbipacTaeT c o 6 a i w i 
r o j i o B a ' ( I I , p. 2 7 ) . T h i s c h i m e r a - l i k e form i s a r e f l e c t i o n of the 
f r i g h t e n i n g p o t e n t i a l ( i n Mandelstam's view) of Dostoevsky's concepts. 
'Scandal' can no longer be compared w i t h tragedy but has assumed a 
grotesque form which r e p r e s e n t s the a t t i t u d e of those who approach 
Dostoevsky w i t h only a l i m i t e d understanding (see below, p. 170). T h i s 
chimera i s indeed w e l l - s u i t e d to be p a r t of E g i p e t s k a y a marka's f e a r -
r i d d e n world. 
The c o n s t r u c t i o n of the c i t y i s a b s t r a c t and a r t i f i c i a l , and has 
a tendency to f o s t e r the s p e c t r a l and u n r e a l . T h i s a b s t r a c t n a t u r e i s 
prese n t e d i n E g i p e t s k a y a marka i n the form of a s t r e e t p l a n , a 
cardboard model - i n the d e s c r i p t i o n of popular rendez-vous p o i n t s , 
f o r example ( I I , pp. 9-10). Such a p l a n does not c o n t r a d i c t the 
a b s t r a c t nature of the c i t y i n being too c o n c r e t e : i t i s merely a 
t h e o r e t i c a l f o r m u l a t i o n , and as such i t i s s u b j e c t to a l t e r a t i o n s . 
82 
Thus Parnok, as indeed Dostoevsky's Raskolnikov , would take i t u p o n 
h i m s e l f to r e o r g a n i z e the l a y - o u t of Pe t e r s b u r g , perhaps c o r r e c t i n g 
the m i s t a k e s made by P e t e r I : 'O H nojiyraji oSpaTHO Bee VJIHUM H nnomaflH 
IleTepCypra - B BHfle cwpwx KoppeKTypHbix r p a H O K , BepcTan npocneKTM, 
epomiopoBaji caffbi* ( I I , p. 3 6 ) . The powerful h o l d which P e t e r s b u r g had 
over i t s i n h a b i t a n t s and the events which took p l a c e i n i t , an uncanny, 
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almost s u p e r n a t u r a l a b i l i t y , i s a l s o conveyed i n p a r t by t h i s naming 
of s p e c i f i c l o c a t i o n s ^ There are almost s i x t y r e f e r e n c e s to a c t u a l 
s t r e e t s , squares and monuments i n E g i p e t s k a y a marka. T h i s i s not a 
random s e l e c t i o n , but a d e v i c e which r e v e a l s the author's thorough 
knowledge of the contemporary and the l i t e r a r y c i t y . On the one hand, 
the d e s c r i p t i o n of the Dvortsovaya ploshchad' a r e a d e f i n e s more f u l l y 
the n a t u r e of h i s t o r i c a l events (see below, Chapter Four, s e c t i o n ( i i ) ) ; 
w h i l e Mandelstam's knowledge of the l e s s s t r i k i n g a r e a s c o n t r i b u t e s to 
the c h a r a c t e r i s a t i o n of the protagonists„ For example, i t i s important 
to r e a l i s e t h a t the churches mentioned i n E g i p e t s k a y a marka are a l l 
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i n what Baedeker d e s c r i b e s as the ' u n a t t r a c t i v e ' commercial a r e a 
Two are on the Sadovaya: the 'church of Quarenghi' ( I I , p. 5) which was 
the Roman C a t h o l i c P r i o r y church of S t . John and the 'Pokrov' ( I I , 
p. 2 4 ) , the popular name f o r the Tserkov' Pokrova Bogoroditsy. The 
t h i r d - the 'red l i t t l e church on the Moyka' ( I I , p. 31) - i s the 
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L u t h e r a n church of S t . John . By naming th e s e s p e c i f i c churches, 
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Mandelstam e s t a b l i s h e s the d i s t i n c t l y 'lower c l a s s ' tone of the 
s e t t i n g a g a i n s t which the c h a r a c t e r s f u n c t i o n . 
( i i i ) The end of P e t e r s b u r g 
( a ) Images of d i s e a s e and death 
The most powerful and t h r e a t e n i n g f o r c e i n P e t e r s b u r g , P e t e r the 
Great h i m s e l f , i s a l s o p r e s e n t i n E g i p e t s k a y a marka i n the form 
t r a d i t i o n a l to R u s s i a n l i t e r a t u r e - t h a t of the Bronze Horseman. He 
appeared i n t h i s form i n Mednyy vs a d n i k and i n B e l y ' s P e t e r b u r g , and 
i n both cases played a most h o s t i l e r o l e - d r i v i n g Evgeny to madness 
and, i n B e l y ' s work, h e r a l d i n g the d i s i n t e g r a t i o n of the c i t y and of 
the l i v e s of i t s i n h a b i t a n t s . I n Mandelstam such forebodings occur a t 
an e a r l y s t a g e : 'MaimejibmTaM paHo no*iyBCTBOBan KOHeu I IeTep6ypra H 
Bcero neTep6yprcKoro nepnona pyccKOH H C T O P H H' (N.Ya. I I , p. 1 1 4 ) . 
They are p r e s e n t throughout the poetry, e s p e c i a l l y i n T r i s t i a , and i n 
v a r i o u s prose p i e c e s : E g i p e t s k a y a marka i s r a t h e r the statement of a 
f a i t accompli. 
F i r s t l y , t here i s i n the poetry an element of prophecy of the 
f a l l of a c i t y . I n the poem 'Kassandre' ( I , no. 9 5 ) , addressed to 
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Anna Akhmatova , Mandelstam i n d i c a t e s the l o s s e s h i s c i t y has a l r e a d y 
s u f f e r e d , and shows t h a t worse i s to come. There i s an obvious 
n e c e s s i t y to warn: 'Bee n o T e p a m i MM, JIIO6H The poem becomes a l l 
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the more d i s t u r b i i i g by i t s i d e n t i f i c a t i o n of P e t e r s b u r g w i t h Troy i n 
the e v o c a t i o n of Cassandra, whose prophecies were f a t e d never to b e 
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heeded . Three y e a r s l a t e r , i n 1920, the f a t e d c i t y of Troy i s the 
scene of a poem w r i t t e n to Olga Arbenina ( I , no. 1 1 9 ) . Although the 
poem i s c l e a r l y i n s p i r e d by the end of Mandelstam's f l e e t i n g romance 
w i t h Olga, there i s c o n s i d e r a b l e c o n c e n t r a t i o n on the f a l l of Troy: 
' O H 6yneT paspymeH, B U C O K H H npnaMOB C K B O P & I I H H K'. The f a t e of Troy 
s e r v e s as a warning of the f a t e of Pe t e r s b u r g , as do echoes of the 
c a t a s t r o p h e which b e f e l l the land of Rus' - the d e f e a t of P r i n c e I g o r . 
Thus the themes of V i r g i l , Homer and of the 'Slovo o polku I g o r e v e ' 
a r e fused i n two of Mandelstam's poems to c r e a t e an e v e r - i n c r e a s i n g 
atmosphere of foreboding. The imagery of '3a T O , H T O H P V K H T B O H He 
cyMen yflepataTb' ( I , no. 119) r e c a l l s the v i v i d b a t t l e scenes of the 
I g o r T a l e and i t s lament f o r Oleg's f a l l e n ' n e s t ' : 
....... BHCOKHfi npHaMOB CKBOpemHHK. 
H naflarcT CTpenu C V X H M n.epeBHHHbiM AOKfleM, 
H CTpenbi Apyrae pacTyT Ha 3eMne, KaK opemHHK. 
( I , no. 119) 
The c i t y i n which the poem 'Kor-Aa roponcKan BMXOAHT Ha CTorHbi nyna' 
( I , no, 121) i s p l a c e d so e m p h a t i c a l l y i s not named, but the sense of 
foreboding which i t conveys i s e v i d e n t i n the image of the cuckoo, 
c l e a r l y an e v o c a t i o n of Y a r o s l a v n a , I g o r ' s w i f e . The image of the 
cuckoo occurs a l s o i n 'B IleTepBypre MH coiifleMCH CHOBa* ( I , no. 1 1 8 ) , 
where i t c o n t r i b u t e s to the atmosphere of a c i t y i n h a b i t e d by s i n i s t e r , 
t h r e a t e n i n g and p r i m i t i v e f o r c e s . The element of prophecy i n T r i s t i a 
i s i n d i r e c t , but the poetry and prose do sometimes f e a t u r e f a t e f u l 
statements which r e f e r d i r e c t l y to P e t e r s b u r g , and which a r e developed 
i n E g i p e t s k a y a marka. The whole of Pe t e r s b u r g , i t s b u i l d i n g s , r i v e r , 
a i r , i s death-bound. T h i s i s i m p l i c i t i n the view of i t s r e g a l 
splendour as c o u n t e r f e i t , a view expressed as e a r l y as 1913: 'H 
rocynapcTBa acec-ncaa nop4>Hpa,/KaK BJiacHHHna rpy6an, 6en;Ha' ( I , no. 4 2 ) . 
I n 1918 t h i s f e e l i n g i s r e i t e r a t e d i n the d e p i c t i o n of P e t e r s b u r g ' s 
" s p l e n d i d poverty' ( I , no. 1 0 1 ) . I n E g i p e t s k a y a marka Mandelstam 
a t t a c k s s p e c i f i c examples of Pe t e r s b u r g ' s moribund a r t i f i c i a l i t y : even 
the nature of the c i t y ' s a r c h i t e c t u r e i s now qu e s t i o n e d - t h e r e can be 
no genuine b a s i s , f o r example, i n the names of the E g y p t i a n and K a l i n k i n 
b r i d g e s ( I I , p. 2 0 ) . Thus, j u s t as the products o f P e t e r s b u r g ' s 
r e v o l u t i o n s were i n s u b s t a n t i a l , so i s i t s grandeur; the r e g a l t r a p p i n g s , 
the v e r y atmosphere could provide no sense of s e c u r i t y . I n Shum 
vremeni Mandelstam epitomizes t h i s a s p e c t of P e t e r s b u r g ' s c h a r a c t e r 
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i n the a d j e c t i v e ' z h i d e n ' k i y ' ( I I , p . 6 3 ) . I n t h i s work he a l s o 
e x p r e s s e s h i s awareness of the i n s t a b i l i t y , the i n a p p r o p r i a t e n e s s of 
the c i t y ' s ' m i l i t a r y grandeur': 'Becb C T P O K H M H MHpaac IIeTep6ypra 6bLi 
TOJIbKO C O H , 6jIHCTaTejII)HHH nOKpOB, HaKHHyTbttl Hafl 6e3flHOH 
( I I , p . 5 5 ) . Here Mandelstam i s r e f e r r i n g s p e c i f i c a l l y to h i s 
s i t u a t i o n as a c h i l d of the Jewish merchant c l a s s ; however, the image 
used to d e p i c t h i s awareness of a r t i f i c i a l i t y i s r e f l e c t e d i n 
E g i p e t s k a y a marka. I n the l a t t e r work Tyutchev's ' b r i l l i a n t c o v e r i n g ' 
i s seen to be p a r t of the a i r which, as o f t e n i n Mandels tarn's 
compositions, i s composed of d i f f e r e n t l a y e r s ( s e e f o r example, I , 
no. 137) and s a t u r a t e d now w i t h presentiments of death. I n T r i s t i a 
the a i r of the decaying Venice was of a s i m i l a r composition: 'Bo3p;yx 
TBoft rpaKeHMH* ( I , no. 1 1 0), and the ve r y a c t of b r e a t h i n g i n the a i r 
of P e t e r s b u r g was f a t a l : 'Mu B KaacflOM B3f loxe cMepTimfi B 0 3#yx nbeM* 
( I , no. 8 9 ) . The d e s c r i p t i o n of the co v e r i n g f i l m which must be 
removed to d i s c o v e r the t r u e nature of E g i p e t s k a y a marka's P e t e r s b u r g 
conveys the sense of a l l t h a t i s a r t i f i c i a l , p r e t e n t i o u s , r o t t e n , and 
doomed to d e s t r u c t i o n : 'Hbfl jie6ji;EbHM, raranbUM, rarapHHCKHM nyxoM -
nofl TyMKOBbiMH Ty^iKaMH, non; $paHu.y3CKHM 6yme yMHpaMnpix Ha6epeacHbix ...' 
( I I , p . 3 7 ) . Mandelstam i s here d e s c r i b i n g e x a c t l o c a t i o n s , the 
Le b y a z h i y Canal, the Gagarinskaya, the F r a n t s u z s k a y a naberezhnya, 
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Tuchkov Bridge , i n terms of a d e c e p t i v e l y d e l i c a t e , pure c o v e r i n g -
e i d e r down. The a r t i f i c i a l i t y of the scene i s emphasized by the 
extended, a l l i t e r a t i v e q u a l i f i c a t i o n of 'pukhom', by the a l l i t e r a t i v e 
and d i m i n u t i v e 'tuchka', and by the French 'bouchee'. The l a s t of 
thes e images i s p a r t i c u l a r l y i n t e r e s t i n g , i m p l y i n g t h a t not only 
P e t e r s b u r g ' s a i r but a l s o i t s water was d e a t h l y i n c o n t e n t . I n B e l y ' s 
P e t e r b u r g i t i s d r i n k i n g water which i s the c a r r i e r of i n f e c t i o n , and 
i n both B e l y and Mandelstam the i l l n e s s thus t r a n s m i t t e d from c i t y to 
i n h a b i t a n t i s the same: i n Peterburg, the c i t y has as i l l u s o r y a nature 
a s i t does i n E g i p e t s k a y a marka, and such i l l u s i o n i s i n i t s e l f a 
d i s e a s e : 
E g i p e t s k a y a marka npoiaiHTbiH C O H ! ( I I , p . 26) 
. . . IIeTep6ypr - ero fleTCKan 
6oxie3Hb ... ( I I , p . 37) 
Peterburg 0 . . CTOJiHMHbifk nam ropon ... 
npHHaftne&HT K cTpaHe CHOBHneHHii 
... EHOJior-HH CHOBHfleHHH em.e He 
Hay^eHa . . . OHa B X O H H T 6au;HJiJiaMH, 
nporjiaTMBaeMHMH c BOflonpoBOflHoft 
BOAOK).89 
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I n E g i p e t s k a y a inarka d e s t r u c t i o n has reached t h a t most.important of 
s t r u c t u r e s , the home. Mandelstam had warned of such d e s t r u c t i o n and 
the ensuing h o r r o r s i n 1923 ('Gumanizm i sovremennost''), when the l o s s 
of the 'home' and a l l t h a t i t r e p r e s e n t e d was seen to b l u r the 
d i s t i n c t i o n between h i s n a t i v e town and the 'wing of approaching n i g h t ' 
( I I , p. 352). The disappearance of the home and the i n f e c t i o n - l a d e n 
water a r e combined i n the opening of E g i p e t s k g y a marka i n the image 
of a t o a s t s 'B pe3HHOBOM n p H B K y c e n e T e p 6 y p r c K o i i OTBapHOH BO^M a nbio 
HeyAaBraeeca flOManmee SeccMeprae' ( I I , p. 5 ) . I n the p a t h e t i c humour 
of t h i s oxymoron, w i t h i t s i m p l i c a t i o n s of death, and the b l a t a n t 
b a n a l i t y of P e t e r s b u r g ' s 'rubbery' water, can be seen an echo of the 
"bouchees' of the r o t t e n embankment, and the i n f e c t i o n of B e l y ' s 
' b a c i l l i ' . P e t e r s b u r g ' s outward appearance h i d a l l t h a t was r o t t e n , 
c o r r u p t and d i s e a s e - r i d d e n , and i t i s i n the l a t t e r c h a r a c t e r i s t i c 
t h a t a c o n t r a s t a r i s e s w i t h the p r e s e n t a t i o n of the c i t y i n the poetry. 
I n T r i s t i a the emphasis i s f i r m l y on deaths the r i v e r , the a i r ( I , 
nos. 86, 8 9 ) , even the s t r e e t l i g h t s - which appear i n the g u i s e of 
f u n e r a l t orches ( I , no. 44) - a r e heavy w i t h p r e s e n t i m e n t s of death: 
'B IleTponojie n p o 3 p a i n o M MM yMpeM,/r£e BjiacTByeT Has Haroi IIpo3epimHa' 
( I , no. 8 9 ) . I n t h i s poem Pe t e r s b u r g , w i t h the a p p r o p r i a t e l y c l a s s i c a l 
name of ' P e t r o p o l i s ' , i s e m p h a t i c a l l y i d e n t i f i e d w i t h Hades, realm of 
P r o s e r p i n e , whose i n s u b s t a n t i a l , deathly n a t u r e i s c o n s t a n t l y b e t r a y e d 
i n the c o l l e c t i o n T r i s t i a by the a d j e c t i v e 'prozrachnyy'. Her 
i n f l u e n c e extends even to the s e r v a n t s i n 'HyTb MepuaeT npH3pa*iHaH 
cn.eHa' ( I , no. 114), who, as they attend to t h e i r masters o u t s i d e the 
t h e a t r e , bear a d i s t i n c t resemblance to the shades of h e l l when they 
r u s h to g r e e t a new s o u l ( I , no. 112). The i l l n e s s i s b a s i c a l l y the 
same i n both T r i s t i a and E g i p e t s k a y a marka, but whereas i n the poetry 
the t h r e a t of death i s conveyed i n the a d j e c t i v e s ' p r i z r a c h n y y ' and 
'prozrachnyy', i n the prose the emphasis l i e s f a r more h e a v i l y on the 
n a t u r e of the d i s e a s e t h a t l e a d s to death. I n E g i p e t s k a y a marka the 
c i t y p r o v i d e s i d e a l s i t e s f o r the spread of d i s e a s e : 
. . . B flHKOM nHTOMHHKe nepxoTH, KjionoB ... ( I I S Po 17) 
. . . rOJIOAHMX CTYfleHTOB C flJIHHHblMH CajIbHMMH naTJiaMH . . . 
B He<J)THHyio paflyacHyio Bony, ojiecTeBmyio BC6MH OTTeHKaMH 
KepocHHa, nepjiaMyTpoBbix noMoeB H naBJiHHbero X B O C T a . 
( I I , p. 20) 
S p e c i f i c d i s e a s e s are mentioned: d i p h t h e r i a , s c a r l a t i n a , pneumonia, 
i n f l u e n z a , trachoma, c h o l e r a , - but there i s another a i l m e n t which i s 
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more, d i s t u r b i n g and which has d i r e c t connections w i t h Persephone: 
Anre^Hbie TeJie$oia>i AenawTCH H3 caMoro jiymnero 
CKapjiaraHOBoro R e p e n a . . . Tpy6Ka inejiyuiHTCH H 
rojioc oSecuBe^HBaeTCH. IIoMHHTe, ^ T O K 
IIpo3epnHHe H K I lepce^oHe TenecboH eme He npoBeneH. 
( I I , p. 20) 
The f a c t t h a t the telephones belong s p e c i f i c a l l y to chemists perhaps 
r e f l e c t s the t r o u b l e Mandelstam h i m s e l f had w i t h such e s t a b l i s h m e n t s , 
('IIo B C G M arrreKaM H CKiiaMaM MCKan aHTHTepon£HH. Hnrfle He-r' I I I , p. 2 2 9 ) . 
I t should be remembered here t h a t the words 'chemists' and ' d e n t i s t s ' 
were of s p e c i a l s i g n i f i c a n c e i n the voc a b u l a r y of those who 
frequented the 'Brodyachaya cobaka', being a p p l i e d to the p h i l i s t i n e 
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elements who p a r t i c i p a t e d i n the poetry readings a t the cl u b . A 
r e f l e c t i o n of the use of the word 'chemist' i n t h i s derogatory sense 
i s to be found i n Mandelstam's a r t i c l e 'Devyatnadsatyy vek', where 
pr o g r e s s and 'Buddhism' a re d e s c r i b e d as the ' r e l i g i y a a p t e k a r y a 1 
( I I , p. 281) . I t i s not s u r p r i s i n g , then, t h a t Mandelstam should have 
chosen the chemist's shop i n h i s d e p i c t i o n of a s t a t e of d i s e a s e . The 
mention of both Greek and Roman goddesses here i s an emphatic i n d i c -
a t i o n of the i n e v i t a b l e consequence of the d i s e a s e of d i s i n t e g r a t i o n . 
I t i s i n s t r u c t i v e i n the conte x t of t h i s p a r t i c u l a r d i s e a s e to r e f e r 
to two poems, one w i t h the s e t t i n g of Moscow ( I , no. 140), and one 
w i t h the s e t t i n g of P e t e r s b u r g ( I , no. 1 4 2 ) . I n the former, the scene 
d e s c r i b e d i s i n t e n s e l y h o s t i l e : i t i s c h a r a c t e r i s e d b y the presence of 
s t a r s , n e a r l y always a n e g a t i v e phenomenon i n Mandelstam (N.Ya. I , 
p. 215) and b y a sense of p i e r c i n g c o l d . Here the s t r e e t s s u f f e r from 
the same complaint of d i s i n t e g r a t i o n as do the telephones i n 
E g i p e t s k a y a marka: *Bce mejiyniHTCH HM c o B e T C K o f t coHaTHHKofi ...' ( I , 
no. 1 4 0 ) . The powers-that-be a r e r e p r e s e n t e d i n t h i s poem b y the 
image of a h o s t i l e p i k e l u r k i n g behind the scene s : i n E g i p e t s k a y a 
marka t h i s r o l e i s play e d b y the image of the carp ( I I , p. 2 0 ) , which 
i s s i m i l a r l y cold-blooded and h o s t i l e . T h i s poem was w r i t t e n i n 1924, 
when Mandelstam had a l r e a d y been made aware of the n a t u r e of l i f e i n 
Moscow f o r such as him, f o r he had been s u b j e c t e d to i n t r i g u e s b y the 
W r i t e r s ' Union i n Moscow, and h i s name could no longer appear i n the 
S t a t e - c o n t r o l l e d Moscow j o u r n a l s . The h a r s h scene and the many 
un p l e a s a n t d e t a i l s g i v e n i n the f i r s t poem c o n t r a s t v i v i d l y w i t h the 
second poem ( I , no. 142), w r i t t e n only a s h o r t time l a t e r , which 
c e l e b r a t e s h i s r e t u r n to P e t e r s b u r g . The poet d e l i g h t s i n the m i l d -
n e s s of the w i n t e r , the p l e a s a n t aromas, the warmth of human c o n t a c t 
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t h e r e . Here the image of the p i k e would seem to be no more than an 
i m a g i n a t i v e d e s c r i p t i o n of the thawing i c e - r i n k . I n E g i p e t s k a y a marka 
P e t e r s b u r g has i n h e r i t e d those c h a r a c t e r i s t i c s which e x p e r i e n c e had 
brought him to a t t r i b u t e to Moscow, a p o i n t which r e v e a l s something of 
h i s growing apprehension a t the development of h i s ' n a t i v e ' c i t y . The 
u l t i m a t e reason f o r the d i s i n t e g r a t i o n of P e t e r s b u r g i s shown i n 
E g i p e t s k a y a marka to be due to an a c t of v i o l e n c e accompanying the 
s t a t e of d i s e a s e . I t was noted e a r l i e r t h a t P e t e r s b u r g i s pre s e n t e d 
i n terms of a s t r e e t p l a n , a brochure; t h i s i s r e f l e c t e d i n the 
d e p i c t i o n of the f a t a l i n j u r y : '... o T O P I J O B O H KHHre B xaMeHnoM 
n e p e r a i e T e c BbipBaHHOH cepef lHHOH 1 ( I I , pp. 3 6 - 3 7 ) . T h i s b r i n g s to mind 
the d e s c r i p t i o n of the e s s e n t i a l composition of P e t e r s b u r g i n Shum 
vremeni: ' . . . rpaHHTHbie H Topu,OBbie K B a p T a n u , Bee S T O HexHoe c e p f i u e 
ropOAa ...' ( I I , p. 5 0 ) . The 'middle' (and ' s e r e d i n a ' seems to imply 
' s e r d t s e ' ) which has been rippe d out i s t h a t c a p a c i t y which made 
P e t e r s b u r g Mandelstam's n a t i v e town, namely the c a p a c i t y to a p p r e c i a t e 
human d i g n i t y and i n t e g r i t y , and to honour the long a r t i s t i c 
t r a d i t i o n i n which such v a l u e s were embodied - P e t e r s b u r g i s t h e r e f o r e 
r e p r e s e n t e d here i n the image of a book, an image which f u s e s those 
two a r t s which Mandelstam r e s p e c t e d most i n P e t e r s b u r g : i t s p o e t r y 
and i t s a r c h i t e c t u r e . T h i s i s not the on l y image denoting v i o l e n c e i n 
E g i p e t s k a y a marka: a h o r r i f y i n g p i c t u r e i s p a i n t e d i n Chapter V I I of 
an eye which has been t o r n out ( I I , p. 3 4 ) . P e t e r s b u r g has r e g r e s s e d 
to such a s t a t e t h a t the v e r y atmosphere seems t a i n t e d w i t h the 
e f f e c t s of v i o l e n c e . The appearance of the verb d e p i c t i n g the a c t of 
a g g r e s s i o n - ' v y r v a t ' ' - and of the image used to convey the r e p u l s i v e 
atmosphere - ' r y b i y z h i r ' - a n t i c i p a t e a poem w r i t t e n i n 1930, where 
the same verb and the same image c o n t r i b u t e to what i s v e r y o b v i o u s l y 
a d e n u n c i a t i o n of the c i t y . Mandelstam's t r i p to Armenia i n t h a t 
y e a r had made the new Leningrad a l l the more d i s t a s t e f u l f o r him, and 
h i s condemnation o f i t i s f a r from ambiguous i n 'H B e p H y j i c n B MOH 
ropon;, 3HaKOMHH flo c j i e 3 f ( I , no. 2 2 1 ) . How v e r y d i f f e r e n t the s e t t i n g 
of t h i s poem and the corresponding s e c t i o n i n E g i p e t s k a y a marka 
( I I , p. 3 4 ) are from t h a t of ' B M , C KBaflpaTHHMH OKomxaMH HeBHcoxHe 
AOMa' ( I , no. 1 4 2 ) . Gone are a l l the forms of comfort of the e a r l i e r 
poem - c o f f e e , oranges, human c o n t a c t . I n t h e i r s t e a d i s a c o l d and 
h o s t i l e s o c i e t y where even the l i f t s a r e of no s e r v i c e ( I I , p. 2 2 ) -
another s i g n of the d i s r u p t i o n caused by v i o l e n c e . The image of 
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c o d - l i v e r o i l e p i t o m i z e s such a s o c i e t y , and the f u l l f o r c e of the 
unpleasantness i t i s designed to convey i n the 1930 poem can be 
gauged by r e f e r r i n g back to E g i p e t s k a y a marka, where i t is shown to 
be compounded of a l l the l e a s t p l e a s a n t f e a t u r e s of P e t e r s b u r g : 
'PblSHft JKHP - CMeCb nOJKapOB , JKejITHX 3HMHWX yTp „ o o ' ( I I , p» 34) o The 
image undoubtedly r e f l e c t s Mandelstam's own a v e r s i o n to the c o l d -
blooded s p e c i e s , which was to become more apparent i n h i s work a f t e r 
E g i p e t s k a y a marka: 'HH3mHe $opMbi o p r a r a M e c K o r o 6H T H H - afl pfin lenOBeKa" 
( P u t e s h e s t v i e v Armeniyu,II, p. 1 6 4 ) 0 J u s t as f i s h - the p i k e and 
the carp - embody h o s t i l e and uncanny powers i n '1 yanva r y a 1924' and 
i n E g i p e t s k a y a marka, the f i s h continues to be a c h a r a c t e r of the,most 
dubious a s s o c i a t i o n s i n Mandelstam's l a t e r c o mpositions: '„.. 
jtcaHnapMCKHe Mopnw B&rtHKaHbHX $openeft' ( P u t e s h e s t v i e v Armeniyu, I I 9 
p. 1 4 2 ) . 
(b) The image of f i r e 
The death of P e t e r s b u r g i s d e p i c t e d i n E g i p e t s k a y a marka i n 
terms of an a r t form, and through t h i s a r t two important images 
a s s o c i a t e d w i t h death a r e drawn together. The images a re those of 
f i r e and of woman, and the a r t i s t h a t of s i n g i n g , an a r t which 
Mandelstam seemed to a s s o c i a t e s p e c i f i c a l l y w i t h women, even when he 
was not d i s c u s s i n g an a c t u a l s i n g e r - f o r example the ' s i n g i n g ' eyes 
and shoulders of 'B IIeTep6ypre MH coiifleMCH CHOBa' ( I , no. 118). The 
seventh s e c t i o n of E g i p e t s k a y a marka ends w i t h a passage i n i n v e r t e d 
commas, which may i n d i c a t e t h a t i t i s a q u o t a t i o n from the promised, 
but never p u b l i s h e d , n o v e l l a e n t i t l e d 'Smert' B o s i o ' ( s e e I I , p. 5 6 0 ) . 
A n g i o l i n a B o s i o , an I t a l i a n soprano whose e x t e n s i v e t r a v e l l i n g i s 
I r e f l e c t e d i n the opening s t a g e s of E g i p e t s k a y a marka ( I I , p. 7 ) , f e l l 
v i c t i m to Pe t e r s b u r g ' s unkind c l i m a t e , and d i e d of pneumonia t h e r e i n 
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1859 - a f a c t lamented i n po e t r y by N i k o l a y Nekrasov . The passage 
A on her death forms the c u l m i n a t i o n of a l l those d e t a i l s i n E g i p e t s k a y a 
marka which c r e a t e the atmosphere of impending doom. Two such d e t a i l s 
brought together here a r e the images of f a t a l i l l n e s s and f i r e , f o r 
i n h e r f i n a l agony B o s i o supposes the clamour r a i s e d by the p a s s i n g 
f i r e brigade to be the overture to I Due F o s c a r i . The f i r s t appear- . 
ance of the f i r e b r i g a d e i n the second chapter i s connected w i t h the 
1905 r e v o l u t i o n ; the ' f a l s e alarm' d e s c r i b e d here i s r e a l i s e d as a 
matter of t r u e urgency i n Chapter V I I , t h a t i s , i n 1917 ( s e e below, 
Chapter Four, s e c t i o n i i (a)). S i m i l a r l y the f a t a l i l l n e s s i m p l i c i t 
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i n the d e s c r i p t i o n of 1905, where there i s seen to be a v e r y s l i g h t , 
but s i g n i f i c a n t , r i s e from the normal body temperature of 36.9 
( ' . . . HO nepe^ KOHUOM, Koryja TeMnepaTypa S I I O X H BCKOHHJia Ha TpHAijaTb 
ceMb H TpH - I I , p. 10) i s r e a l i s e d i n the dying moments of Bosio. 
The f i r e b rigade i s thus a f i g u r e of some importance i n the work, 
appearing i n connection w i t h the two r e v o l u t i o n s . I t i s i n t e r e s t i n g , 
and perhaps an a d d i t i o n a l i n d i c a t i o n of t h i s importance; to note t h a t 
the f i r e b rigade a l s o appears i n B e l y ' s Peterburg - and a t t h a t most 
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t h r e a t e n i n g moment when the Bronze Horseman comes to l i f e . The l a c k 
of hope f o r r e c o v e r y , i n the c a s e s of both P e t e r s b u r g and B o s i o , i s 
conveyed i n a remark which precedes the B o s i o s e c t i o n . T h i s remark 
demonstrates the i n e f f e c t i v e n e s s of the brigade a g a i n s t the f i r e of 
the f i n a l agony: the f i r e s t a t i o n i s f i r m l y s h u t , deaf to appeals f o r 
h e l p ( I I , p. 3 5 ) . Indeed, perhaps the o n l y e x i s t e n c e i t can have i s 
i n the d e l i r i u m such as t h a t of the dying woman, f o r i t i s of no more 
use to Bosio or to the P e t e r s b u r g of 1917 than i t was i n 1905. The 
image of f i r e has f a r g r e a t e r i m p l i c a t i o n i n E g i p e t s k a y a marka than 
j u s t the two r e v o l u t i o n s , however. F i r e i s the embodiment of t h a t 
i m p a s s i v e and d e s t r u c t i v e f o r c e which i s r e l e n t l e s s i n s e p a r a t i n g man 
from h i s c h e r i s h e d p o s s e s s i o n s . I t i s a t once d e s t r u c t i v e and s i n i s t e r 
i n E g i p e t s k a y a marka s i n c e although i t f u l f i l l s i t s t a s k of 
d e v a s t a t i o n , i t i s a s s o c i a t e d not w i t h h e a t but w i t h c o l d n e s s : ' TpHflijaTb 
neT npoinjiH Kan MeAJieHKbiu no»ap. TpHjmaTb JieT JiH3ajio xonoflHOe 6enoe 
nnaMH CIIHHKH 3epKan ..." ( I I , p. 5 ) . I t s c l o s e c onnection w i t h the 
s i m i l a r l y h o s t i l e f o r c e of time here i s unmistakable. The combination 
of time and f i r e was e v i d e n t l y a r e l a t i o n s h i p which Mandelstam regarded 
w i t h some h o r r o r , f o r i t appears again i n the poetry of 1931: 'TaM B 
noacapHme BpeMH noeT ( I , no. 245). F i r e i s an agent of obvious 
a p t i t u d e i n the p r o c e s s of d i s i n t e g r a t i o n which E g i p e t s k a y a marka 
d e p i c t s , and one which i s a l r e a d y e s t a b l i s h e d i n Mandelstam's works as 
a s s o c i a t e d w i t h m i s f o r t u n e and l o s s ( f o r example, 'Sukharyovka', I I , 
p. 1 3 5 ) . Furthermore, i t s dangerous n a t u r e i s shown i n E g i p e t s k a y a 
marka i n t h a t i t i s a c o n s t i t u e n t p a r t of t h a t f o u l atmosphere which 
i s i d e n t i f i e d w i t h c o d - l i v e r o i l ( I I , p. 3 4 ) . Thus f i r e c e l e b r a t e s 
over Bosio and P e t e r s b u r g an ' u n c o n d i t i o n a l l y v i c t o r i o u s m i s f o r t u n e ' . 
The reason f o r i t s unhindered s u c c e s s seems to be l a r g e l y the compliance 
of the f i r e b r i g a d e . That they are i n f a c t a l l i e s r a t h e r than enemies 
of the flames i s suggested by the i n f o r m a t i o n t h a t i t i s t h e i r t o r c h e s 
which ' l i c k ' the m i r r o r s i n the s i n g e r ' s room, j u s t as the 'cold white 
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flame' had l i c k e d the m i r r o r s i n the opening of E g i p e t s k a y a marka 
( I I , P. 5 ) . 
Although f i r e has a v i t a l r o l e to p l a y i n the f a t e of both Bosio 
and P e t e r s b u r g , the i d e n t i f i c a t i o n of P e t e r s b u r g w i t h Nero ( I I , p. 20) 
h i n t s t h a t t h e r e was an element of w i l f u l s e l f - d e s t r u c t i o n a t work i n 
the downfall of P e t e r s b u r g not p r e s e n t i n Bo s i o ' s c a s e . The c i t y 
s h a r e s the a r t i s t i c p r e t e n t i o u s n e s s of the emperor and a l s u , perhaps, 
the r o l e of i n c e n d i a r y imputed to Nero. 
( c ) The image of dying woman 
The end of P e t e r s b u r g i s demonstrated i n the i l l n e s s and death 
of a s i n g e r . The f a c t t h a t t h i s s i n g e r should be a woman i s of g r e a t 
s i g n i f i c a n c e i n a s s e s s i n g the r e l a t i o n s h i p of E g i p e t s k a y a marka to 
the poetry and prose which surround i t , f o r the image of woman and 
i n p a r t i c u l a r dying woman p l a y s a prominent r o l e i n Mandelstarn's 
work. For example, the s p e c i f i c p l i g h t of A n g i o l i n a Bosio i s 
apparent a t v a r i o u s s t a g e s of Mandelstarn's work; i t seems to be 
echoed, f o r i n s t a n c e i n the poem 'Hyrfc MepnaeT npH3pa«Han cnena' 
( I , no. 114), w i t h i t s r e f e r e n c e s to opera, I t a l y , the c r u e l c l i m a t e : 
even the 'burning snows' b r i n g to mind both Bosio' s i l l n e s s i t s e l f and 
the way i n which i t i s depicted i n E g i p e t s k a y a marka. I n the case of 
E g i p e t s k a y a marka the c e n t r a l importance of the image of dying woman 
l i e s i n the f a c t t h a t the death of Bosio i s d i r e c t l y r e l a t e d to the 
f a t e of P e t e r s b u r g . A r e f l e c t i o n of the i l l n e s s of a woman being 
p a r a l l e l to the s t a t e of a c i t y can be found i n Mandelstam's t r a n s -
l a t i o n of B a r b i e r ' s 'L'Emeute'. B a r b i e r p o r t r a y s the r e v o l t i n the 
image of a drunken woman: 'Et l e long des grands q u a i s , ou son f l o t 
* A 93 se deroule,/Hurle en b a t t a n t 1 es murs comme une femme so u l e • 
Mandelstam's v e r s i o n of t h i s , from 1924, bears out Nadezhda 
Yakovlevna's remark t h a t the B a r b i e r poems were more than j u s t a 
matter of t r a n s l a t i o n f o r him (N.Ya. I I , p. 134). The two l i n e s 
quoted above suggest i n Mandelstam 1s t r a n s l a t i o n a s i c k b e d r a t h e r 
than simply w a l l s and quays, and t h i s s i c k b e d , w i t h i t s stony compos-
i t i o n , suggests not P a r i s , but r a t h e r P e t e r s b u r g w i t h i t s s t e r n 
g r a n i t e o u t l i n e s : 'H Ha6epeKHbix Bflorib, Ha KaMenHoii nocTejin/KpHTOT, 
xaK xeHmHHa, Tfi»ejiaH O T xMenn' (Sov. ed. no. 282). B o s i o ' s death i s 
r e m i n i s c e n t too of the poem 'Solominka' ( I , no. 86) where a d e a t h l y 
c h i l l pervades both a i r and blood and where the m i r r o r s bear a 
d i s t i n c t resemblance to those of E g i p e t s k a y a marka. 
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(d) The image of woman from the c l a s s i c a l world 
However, i t i s the c l a s s i c a l world, and the r o l e p l a y e d by woman 
i n i t , which p r o v i d e s the s t r o n g e s t l i n k s between Mandelstam's oth e r 
works and E g i p e t s k a y a marka w i t h i t s theme of the end of Petersburg.. 
I n the second chapter the f i g u r e of a dead Greek g i r l ( see a l s o above, 
Chapter Two, s e c t i o n ( i ) ) i s p r e s e n t e d b r i e f l y i n the image of a pine 
branch f r o z e n i n a b l o c k of i c e ( I I , p, 1 0 ) , a substance which here 
r e t a i n s those d e a t h l y q u a l i t i e s i t e x h i b i t e d i n 'Solominka' ( I , no. 8 6 ) . 
Of importance i n the c h a r a c t e r i s a t i o n of Parnok, t h i s image a l s o 
i n t r o d u c e s i n t o E g i p e t s k a y a marka the theme of a woman's death. The 
m y t h o l o g i c a l death and t r a n s f o r m a t i o n i m p l i e d i n Chapter I I i s super-
seded i n Chapter V I I by i n t i m a t i o n s of the f u n e r a l r i t e t y p i c a l of 
G r e c i a n m o r t a l s : the burning of the body so t h a t the s o u l might be 
r e l e a s e d and pass the gates of Hades. A s i m i l a r l y ' c l a s s i c a l ' r e p r e s -
e n t a t i o n of P e t e r s b u r g ' s f a t e appears i n 'Krovavaya m i s t e r i y a 9-go 
yanvarya', where Mandelstam speaks of the new s o u l of P e t e r s b u r g wand-
e r i n g l i k e an orphaned Psyche on the b l o o d - s t a i n e d snows of 1905 ( I I I , 
p. 131). Such c l a s s i c a l r e f e r e n c e s , i n a d d i t i o n to those mentioned 
above (p. 9 4 ) , r e c a l l the g r e a t emphasis on the ' s o u l ' i n T r i s t i a , 
where i t was always a d i s t i n c t l y feminine e n t i t y : 'Dusha ved' 
zhenshchina ...' ( I , no, 112), On o c c a s i o n s i n T r i s t i a , the s o u l i s 
p o r t r a y e d i n the f i g u r e of the swallow 'H JKHBSH j i acro tnca ynana / H a ropHine 
CHera' ( I , no. 114. T h i s image a l s o appears i n nos. 112 and 113). The 
swallow i s i n evidence once more i n *3a T O , ^ T O n pyxii T B O H He cyMeji 
yflepacaTb' ( I , no. 119) where, i n the context of the f a l l of a c i t y , 
i t s a s s o c i a t i o n s w i t h death accord w i t h the f a t e announced f o r Troy. 
I n T r i s t i a woman i s not only one of the dying, but a l s o p r e d i c t s 
death ('Kassandre', I , no. 9 5 ) . I t i s she who bears the r e s p o n s i b i l i t y 
of g a t h e r i n g the ashes of the dead, i n the hope t h a t one day they 
w i l l be r e s u r r e c t e d ( I , no. 118). However, woman a l s o has n e g a t i v e 
m a n i f e s t a t i o n s i n T r i s t i a , and these a r e r e f l e c t e d i n E g i p e t s k a y a 
marka i n both c l a s s i c a l and R u s s i a n images. F i r s t l y , the realm of 
the dead belongs to a goddess, Persephone, who i s a l s o i n command 
of P e t e r s b u r g . Secondly, one of the prime f e a t u r e s of P e t e r s b u r g ' s 
s p e c t r a l c h a r a c t e r i s the almost s u p e r n a t u r a l phenomenon of the 
whit e n i g h t ( a p t l y , a feminine word i n R u s s i a n ) . T h i s i s a 
phenomenon which had u n s e t t l e d the heroes of Pushkin, Gogol and 
Dostoevsky, and which was as prone to d i s i n t e g r a t i o n as was 
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Pet e r s b u r g i t s e l f : ' „. „ eme MHHyTKa H Ece naBarifleHHe pacKaneTcn ...' 
( I I , p. 3 0 ) . To d e p i c t t h i s v e r y R u s s i a n f e a t u r e , Mandelstam chooses 
imagery from R u s s i a n r a t h e r than from c l a s s i c a l s o u r c e s . The w h i t e 
n i g h t i s p e r s o n i f i e d as i t s t r i d e s through P e t e r s b u r g , i n s p i r i n g f e a r : 
*flBopu;bi CTOHJIH HcnyraHHo-6enbie ( I I , p. 2 9 ) . F e a r i s immediately 
embodied i n feminine form - a stone lady c l a d i n the boots of P e t e r 
the Great: a somewhat d i s t o r t e d r e f l e c t i o n of the Bronze Horseman who 
pursued the demented Evgeny through the s t r e e t s of P e t e r s b u r g . Here, 
however, i t i s the stone form whose mind seems to be a f f e c t e d , and her 
d e l i r i o u s mumbling connects her w i t h the dying B o s i o and her i n c o h e r e n t 
thoughts. A s i m i l a r l y h o s t i l e e v o c a t i o n of a c i t y n i g h t i s p r e s e n t i n 
'Korn,a ropoflCKan B H X O A H T Ha CTorHbi jiyHa' ( I , no. 121), where the moon 
i s e m p h a t i c a l l y feminine. I n the second s t a n z a the image of the 
h a r v e s t f i e l d , i n combination w i t h t h a t of the cuckoo, b r i n g s to mind 
the v o c a b u l a r y used to d e s c r i b e the t e r r i b l e l o s s e s of P r i n c e I g o r . 
The moon i s p o r t r a y e d i n the r o l e of r e a p e r : 'blednaya z h n i t s a ' - the 
i d e n t i f i c a t i o n of the two i s i m p l i c i t not only i n the e p i t h e t , but 
a l s o i n the f a c t t h a t Mandelstam chooses the feminine form of 'z h n e t s ' . 
The moon manoeuvres the b e a r e r s of darkness, the shadows which seem to 
embody p o t e n t i a l p h y s i c a l harm, ('ogromnye s p i t s y ' ) . I t s s i n i s t e r 
a c t i v i t i e s a r e a l l the more t h r e a t e n i n g as the normal a c t i o n of a 
reaper i s r e v e r s e d : i t i s a d i s r u p t i v e f o r c e , not g a t h e r i n g i n , but 
s c a t t e r i n g i t s i n s t r u m e n t s . 
I n terms of Mandelstam's p o e t i c p a s t the restatement i n 
E g i p e t s k a y a marka of c l a s s i c a l themes (t h e dead Greek g i r l , the realm 
of Persephone, the s o u l , and a l s o the c o n s t a n t l y r e c u r r i n g feminine 
m o t i f ) i s i n d i c a t i v e of the r e t r o s p e c t i v e n a t u r e of the work. The 
images i n which he d e p i c t s the p l i g h t of P e t e r s b u r g i n E g i p e t s k a y a 
marka a r e r e l a t e d not only to h i s ex p e r i e n c e of the c i t y i n 1917. 
They span the development of the poet's a v e r s i o n to the c i t y , a 
f e e l i n g which continued to grow a f t e r 1917 and u n t i l the w r i t i n g of 
E g i p e t s k a y a marka. 
( i v ) P e t e r s b u r g and other c i t i e s 
( a ) P a r i s 
As i n the c a s e of the premonition of doom, Mandelstam's sense of 
a l i e n a t i o n can be se e n i n the way c i t i e s o t h e r than P e t e r s b u r g f e a t u r e 
i n h i s works. I n the B a r b i e r t r a n s l a t i o n s , f o r example, the s t a t e to 
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which the m a g n i f i c e n t c i t y of P a r i s has been reduced foreshadows the 
d e p i c t i o n of P e t e r s b u r g i n E g i p e t s k a y a marka. V i o l e n c e has had the 
same e f f e c t i n France as i n R u s s i a : ' 0 ropofl nwniHbix noxopoH,/Pa3pbiTbix 
M O C T O B H X, Bfloiib CTeH rjiySoKHX TpeupiH (Sov. ed. no. 2 7 8 ) . The 
d e s c r i p t i o n a t once echoes the s t a t e l y grandeur of P e t e r s b u r g and the 
d i s r u p t i v e f o r c e to which i t has been s u b j e c t e d . P a r i s i s i n much 
the same c o n d i t i o n as Mandelstam l a t e r showed P e t e r s b u r g to be, w i t h 
the same a t t r i b u t e s of f i l t h and s i c k n e s s : 
OTHbiHe T H , IIapH3c, - n p e 3 p e H H a n K j i o a x a , 
T M - c B a n K a r a y c H b i x H e ^ H C T O T , 
Tfle MacjiHHHCTafl n p i i n p a B a rp « 3 H B C H K O I I 
Py^bHMH lepHHMH Te^e-r. 
(Sov. ed. no. 2 7 8 ) 
The c o i n c i d e n c e between t h i s passage, c l o s e i n s p i r i t to the o r i g i n a l , 
and the d e s c r i p t i o n of the Fontanka, w i t h i t s f i l t h y , greasy w a t e r s , 
( I I , p. 2 0 ) i s e v i d e n t . As P a r i s once m e r i t e d high p r a i s e -
'Torzhestvennyy P a r i z h ' , so too d i d London - 'Bog gorodov' (Sov. ed. 
no. 2 8 1 ) . But n e i t h e r c i t y proved worthy of t h i s : the atmosphere of 
London was as d e a t h l y as t h a t of P e t e r s b u r g : 'Barony cMepTb, Ka^iancb, 
K y p o n e c H T ...' (Sov. ed. no. 2 8 1 ) . Once a g a i n Mandelstam has taken 
B a r b i e r ' s imagery and a p p l i e d i t to h i s own c i t y . The d i f f e r e n c e s i n 
the t r a n s l a t i o n a re a p p a r e n t l y s l i g h t , but s i g n i f i c a n t . I n 'Le g i n ' 
B a r b i e r sees a l c o h o l to be the cause of death and t h e r e f o r e makes g i n 
the s u b j e c t of a l i n e : 'Partout l e g i n c h a n c e l l e e t s'abime,/Partout 
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l a mort emporte une v i c t i m e ...' . Mandelstam i s more c o n c i s e , and 
a t the same time more t h r e a t e n i n g , f o r i n h i s v e r s i o n i t i s death 
i t s e l f which i s i n a drunken s t a t e , and death which i s the dominant 
element. I n E g i p e t s k a y a marka the i n f l u e n c e of the B a r b i e r t r a n s -
l a t i o n s i s r e f l e c t e d i n the a c t u a l appearance of P e t e r s b u r g - u n l i k e , 
f o r example, the poem 'H3H K 6yjibDKHHKa MHe r o j i y 6 « noHHTHeft' ( I , no. 1 3 8 ) , 
where the s e t t i n g i s s t i l l t h a t of a c i t y , but where the emphasis i s 
on the e f f e c t of r e v o l u t i o n a r y i d e a l i s m on the young. The s t a t e of 
P e t e r s b u r g i n E g i p e t s k a y a marka, as t h a t of P a r i s i n B a r b i e r , r e f l e c t s 
the c o r r u p t i o n of the golden i d e a l s of r e v o l u t i o n ; but i t i s here t h a t 
Mandelstam's own p a r t i c u l a r genius i s most e v i d e n t . He conveys the 
s t a t e of the c i t y i n the most c o n c i s e terms p o s s i b l e ; both f i l t h and 
a d e c e p t i v e l y a t t r a c t i v e appearance are i m p l i e d i n the oxymorons which 
d e s c r i b e the Fontanka: "... B C C M H oTTeHKaMH KepocHHa, nepjiaMyTpoBHx 
noMoeB H naBJiHHtero XBocTa' ( I I , p. 2 0 ) . The c i t y of P a r i s b e a r s 
f u r t h e r resemblance to P e t e r s b u r g . I n a r e v i e w from 1 9 1 3 Mandelstam 
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d e s c r i b e s i t as ' h e l l ' ( I I , p. 414) and a s s o c i a t e s i t w i t h ' b o i l i n g 
p i t c h ' . T h i s l a t t e r image i s b i b l i c a l , being used by I s a i a h i n the 
c o n t e x t of c o n f l i c t and d e s t r u c t i o n : 'H n p e B p a T H T C H peKH ero B CMojiy 
. . . H 6yn;eT 3eMJiH ero ropnmeio CMOJIOW ...' ( I s a i a h 3 4 . 9 ) . 
(b) J e r u s a l e m 
Of the same order as t h a t d e s t r u c t i v e agent, f i r e , the p i t c h 
image i s a l s o p r e s e n t i n E g i p e t s k a y a m a r k a and i t connects the doomed 
P e t e r s b u r g w i t h the c i t y which f e l l to the o r i e n t a l powers of 
Babylon and A s s y r i a - Jerusalem. Nadezhda Yakovlevna p o i n t s to the 
f a c t t h a t f o r Mandelstam the d e s t r u c t i o n of P e t e r s b u r g d i d indeed 
resemble the f a l l of J e r u s a l e m (N.Ya. I I , p. 1 2 1 ) , and t h i s i s borne 
out by s e v e r a l r e f e r e n c e s i n E g i p e t s k a y a marka. The a l l u s i o n s to 
J e r u s a l e m and to Jewish themes are as i n t e g r a l a p a r t of the work as 
the r e f e r e n c e s to P e t e r s b u r g i t s e l f , a f a c t which p o i n t s to the 
c o n t i n u i n g c o n f u s i o n of i n f l u e n c e s experienced by the poet from h i s 
e a r l i e s t y e a r s . The i d e n t i f i c a t i o n of J e r u s a l e m and P e t e r s b u r g 
r e c a l l s Mandelstam's treatment of R u s s i a n and J e w i s h i n f l u e n c e s i n 
j u x t a p o s i t i o n i n Shum vremeni. There the R u s s i a n i n f l u e n c e , embodied 
i n P e t e r s b u r g , i s seen to be i l l u s o r y i n comparison w i t h the 
u n p l e a s a n t l y c h a o t i c r e a l i t y of Jewish o r i g i n s and home. The 
reappearance of the J e w i s h theme i n connection w i t h the end of 
P e t e r s b u r g h i g h l i g h t s the doom of the R u s s i a n c i t y and a l s o the poet's 
i s o l a t i o n i n i t . Mandelstam f e l t h i m s e l f to be i n a c o n d i t i o n s i m i l a r 
to t h a t of the I s r a e l i t e s i n Egypt, an e x i l e i n a c i t y s u b j e c t to 
a l i e n powers. The poet's i s o l a t i o n i n E g i p e t s k a y a marka i s i n t e n s i f i e d 
i n t h a t he can f i n d no p o i n t of c o n t a c t e i t h e r w i t h the depraved 
P e t e r s b u r g , or w i t h the J e w i s h f a m i l y i n whose company he f i n d s 
h i m s e l f ( I I , p. 3 9 ) . 
The prophets of the Old Testament, most n o t a b l y I s a i a h , proclaimed 
I s r a e l ' s b r e a k i n g of her covenant w i t h Yahweh to be the s i n f o r which 
the A s s y r i a n s were the instruments of judgement. J e r u s a l e m was 
a s s a i l e d by the prophets as b e i n g s i n f u l and c o r r u p t , and P e t e r s b u r g 
i s g i v e n s i m i l a r treatment i n E g i p e t s k a y a marka, where i t i s q u a l i f i e d 
as 'shameless' ( I I , p. 2 6 ) . The atmosphere c r e a t e d here b e a r s some 
resemblance to Mandelstam's poem of 1917 on the d e s t r u c t i o n of 
J e r u s a l e m ( I , no. 100), which i s permeated by images i n d i c a t i v e of 
alarm, darkness and doom. The c o l o u r s p r e s e n t i n t h i s poem, y e l l o w 
and b l a c k , a l s o appear i n E g i p e t s k a y a marka: y e l l o w i n the d e s c r i p t i o n 
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of 'concert Petersburg* ( I I , p. 25) and of the sky ( I I , p. 38), black 
i n the constant presence of n i g h t . The a s s o c i a t i o n of these 'Jewish' 
colours w i t h Petersburg was one which endured a f t e r Egipetskaya marka, 
and the concept of i l l - o m e n apparent i n connection w i t h theni 
('zloveshchim' I I , p. 25) 9 remains i n the 1930 poem ' f l B e p H y j i c n B MOK 
ropofl, snaKOMbiH flo ones': 'Tne K 3jioBem.eMy flerno noflMemaH x a r r r o K ' ( I , 
no, 221). Once again, images which f e a t u r e i n Mandelstam's work o v e r 
a number of years can be seen t o be used c o n s i s t e n t l y i n Egipetskaya 
marka. Mandelstam's use of the image of darkness i s s i m i l a r l y 
c o n s i s t e n t ; the 'naletayushchaya noch" which threatens P a r n o k ( I I , 
p. 22) stands as the t e r r i f y i n g answer t o a question which Mandelstam 
had posed i n 1923: "... He 3Han, MTO S T O - KPWJIO Ha#BHraiomeftcH HOHH 
H H H TeHB poflHoro ropofla ...' ('Gumanizm i sovremennost" , I I , p. 352). 
Darkness i s a t r a d i t i o n a l s i g n of i l l - o m e n . I t covered the e a r t h at 
the time of the C r u c i f i x i o n (a sign of the Jews' r e f u s a l t o accept 
C h r i s t ) and i s described as doing so i n Revelation before the coming 
of the Kingdom of God. The onset of t h a t t e r r i b l e darkness which 
a n t i c i p a t e s the end of a c i t y i s presented i n a most t h r e a t e n i n g form 
i n Egipetskaya marka i n an image which reveals Mandelstam's constant 
awareness of the h i s t o r y of v a r i o u s c u l t u r e s : 'Ho yace BOJiHOBanHCB 
aiicopu-TOCTHJibnmKH canor, K E K BOPOHW nepefl 3arMeHHeM ...' ( I I , p. 15). 
The images of ravens and the e c l i p s e b r i n g t o mind once more the 
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defeat of Prince I g o r , who took as l i t t l e heed o f the warnings as 
d i d Jerusalem of the prophets, o r , indeed, Petersburg of Mandelstam. 
The Assyrian element ( ' a y s o r y - c h i s t i l ' s h c h i k i ' ) had already f e a t u r e d 
i n Mandelstam's work i n both poetry and prose; i n 'BeTep Hat* 
yTemeHHe n p H H e c ' ( I , no. 133) the sky i s i n h a b i t e d by r e p u l s i v e i n s e c t -
l i k e c r e a t u r e s . Of Assyrian o r i g i n , these i n s e c t s are i d e n t i f i e d w i t h 
aeroplanes, and t h e i r presence i s accompanied by i n t i m a t i o n s of an 
impending e c l i p s e : 'H B djiaaceHHwe nojiflHH Bcerfla,/KaK crycTHBraeficH 
Homi HaMeK ...'. Their e v i l nature and actions cause them t o be 
s u b j e c t t o d e s t r u c t i o n , here embodied i n the form of A z r a i l . I n 
Egipetskaya marka the a s s o c i a t i o n s are very s i m i l a r : the reference to 
an e c l i p s e i s f o l l o w e d immediately by a r a t h e r suspect eulogy of 
d e n t i s t s , whose d r i l l s are none other than the earth-bound s i s t e r s of 
aeroplanes. A z r a i l too appears i n Egipetskaya marka: Petersburg houses 
are already marked by the Angel of Death, who has Mervis as an 
e a r t h l y helper ( I I , p. 33). 
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The consequences of n u r t u r i n g c u l t u r e s such as those of Babylon 
and A s s y r i a appear i n Egipetskaya marka i n connection w i t h the houses 
of Petersburg i n another way. As s y r i a would b u i l d on a massive scale, 
w i t h o u t t a k i n g i n t o account the i n d i v i d u a l , the f a m i l y u n i t . Such 
' b u i l d i n g ' appears i n Egipetskaya marka i n the guise of the d e s t r u c t i o n 
of the home, the domestic s e t t i n g , the f i r s t focus of a t t e n t i o n i n the 
work. The theme r e t u r n s i n the f i n a l chapter; where the a l i e n Jewish 
f a m i l y i s seen t o be t r a v e l l i n g against i t s w i l l , a prominent f e a t u r e 
of Jewish h i s t o r y : ' - B ropofl ManHHOB, - OTBerana ona c Taicon 
meMmijeH T O C K O H ..,' ( I I , p. 39). At the same time the o l d woman i s 
t r y i n g t o preserve her f a m i l y h e r i t a g e i n the bundle of treasures she 
c a r r i e s w i t h her. One such treasure i s her s i l v e r tableware - an 
echo of an image used i n Chapter V. There the M i l l i o n n a y a was 
depicted as being f u l l o f l i t t l e s i l v e r goblets - a most unusual s t a t e 
f o r t h a t p a r t i c u l a r area of Petersburg, which Mandelstam described i n 
Shum vremeni as being mysterious, devoid of passers-by, and possessing 
o n l y one shop ( I I , p. 50). The change of s t a t e i s perhaps i n d i c a t i v e 
of the d e s t r u c t i o n of the home and the s c a t t e r i n g o f domestic tr e a s u r e s : 
t h a t s i l v e r tableware i s an e s s e n t i a l f e a t u r e of the home, and the 
Jewish home i n p a r t i c u l a r , i s r e i t e r a t e d again i n Chapter V I ( I I , p. 31). 
The appearance of the s i l v e r goblets on the M i l l i o n n a y a , however, i s 
surrounded by d e t a i l s which s t r i k e a s u i t a b l y negative note. F i r s t l y , 
t h e r e i s the c l a t t e r i n g o f horses' hooves which i s o f t e n a negative 
f e a t u r e i n Mandelstam's work. I n 'Grifel'naya oda' ( I , no. 137), f o r 
example, the horse's hoof embodies i n a s t u l t i f i e d form a l l the move-
ment once i n v o l v e d i n the horse's a c t i v i t y - a r e f l e c t i o n o f the 
i n e r t i a and s t u l t i f i c a t i o n o v e r t a k i n g Mandelstam a t t h a t time. I n '£ 
6yjry MeTaTi>CH no TaSopy VJIHUH TeMHoft' ( I , no. 144), the hammering of 
hooves takes place against a d i s t i n c t l y h o s t i l e background of i c e and 
s t a r s : the horse i n question here i s p u l l i n g a s l e i g h i n adverse 
c o n d i t i o n s very s i m i l a r t o those accompanying the poet's desperate 
rush around the c i t y i n '1 yanvarya 1924' ( I , no. 140). Secondly, 
there i s the i n f o r m a t i o n t h a t another precious o b j e c t has been 
d i s p l a c e d , namely Giorgione's p a i n t i n g ' J u d i t h ' . This p i c t u r e was 
i n s p i r e d by the courageous act of the Jewish heroine who saved her 
town, B e t h u l i a , from siege by d e p r i v i n g Nebuchadnezzar's general 
Holfernes of h i s head, and by c a r r y i n g t h a t o b j e c t back t o B e t h u l i a as 
an i n s p i r a t i o n to r e s i s t the enemy. I n Egipetskaya marka J u d i t h ' s 
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p i c t o r i a l r e p r e s e n t a t i o n escapes from the Hermitage as she h e r s e l f 
had once escaped from the-Babylonians, I f the l i t t l e glasses which 
already f i l l the M i l l i o n n a y a represent the d i s i n t e g r a t i o n of the 
domestic s e t t i n g , then her act of courage i s as v a i n i n the context of 
Petersburg as i t was i n the Jews' long-term s t r u g g l e against Babylon. 
There i s a f u r t h e r episode i n Egipetskaya marka which draws the 
f a t e s of Petersburg and Jerusalem together by a s s o c i a t i n g the enemy of 
Parnok w i t h Babylonian forces such as those of Nebuchadnezzar himself» 
I n the opening chapter of Egipetskaya marka the forces which p r o t e c t 
the k i t c h e n , the very heart of the domestic s e t t i n g f o r Parnok, are 
depicted i n d i s t i n c t l y uncomplimentary terms. As i n the case of the 
f i r e b r i g a d e , t h e i r a b i l i t y t o c a r r y out t h e i r task of 'guarding' i s 
suspect: 'CaMorao6HBb]fi H O S H A ^ H B H H 6eH3HHOBMH pyx a JKHPHMH 3 a n a x 
Ho6pHica-KepocHHa ...' ( I I , p. 6) „ .There are i n t h i s d e s c r i p t i o n 
c h a r a c t e r i s t i c s which i d e n t i f y the 'guardians' f i r m l y w i t h Petersburg 
i t s e l f , f o r they have assoc i a t i o n s i n Mandelstam's work both w i t h the 
l i t e r a r y heroes who have i n h a b i t e d the c i t y and w i t h the c i t y i t s e l f : 
CaMOJiio6HBbriS, CKPOMHMH nemexofl -
Hyn;aK EBreHHH - 6eflHOCTH C T H A H T C H , 
BeH3HH BflbixaeT H cyftbSy K n f l H e T l ( I , no 0 42) 
CaMOJiioSHBbift, npoKJiHTHH, nycTOH „», ( I , no. 222) 
O i l - s t o v e s and lamps have an i d e a l s e t t i n g i n Petersburg, f o r they 
too are deceptive i n character, being both good-natured ('dobrodushno', 
I I , p. 25, 'dobryaka', I I , p. 6) and h o s t i l e t o t h e i r surroundings, 
spreading greasy, bewhiskered, i n s e c t - l i k e p a r t i c l e s of soot, which 
are r e l a t e d t o t h a t h o s t i l e agent, f i r e ; 'Kpnic "caaca" - "caaca" -
SBVMan KaK "noacap", "T O P H M " ...' ( I I , p. 25). I n c o n j u n c t i o n w i t h 
the c o l d a i r , l e t i n t o the room to f i g h t the spreading soot, the o i l -
lamp also becomes an agent of disease: c o l d s , pneumonia and d i p h t h e r i a 
are on i t s l i s t . The o i l - s t o v e also has s t r o n g l i n k s w i t h Jewish 
h i s t o r y ; i t has a ' p a t r i a r c h a l ' wick and reminds Parnok of three of 
h i s more i n t r e p i d ancestors who, by t h e i r courage and t r u s t i n God, 
defeated Nebuchadnezzar (Daniel 3 ) . I t i s indeed f i t t i n g t h a t the 
o i l - s t o v e , associated i n Egipetskaya marka w i t h f i r e , should t e l l the 
t a l e of Shadrach, Meshach and Abednego i n the b u r n i n g f i e r y furnace. 
The d u a l i t y of the stove's nature i s apparent i n i t s very composition; 
i t s 'window' i s of the same m a t e r i a l as the i n s e c t - l i k e Assyrian 
aeroplanes of 'Berep naM yTemeHHe n p H H e c ', namely mica, e x t r a c t e d from 
g r a n i t e - as c o l d and hard as the monumentality of the Assyrians: 
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"CJIIOAHHOH nepenoiPiaTbrfi jiec ( I , no. 1 3 3 ) ; 'CraoflaHoe OKomemco o..' 
( I I , p. 2 5 ) . 
The references t o a Jewish s e t t i n g i n Egipetskaya marka bear 
close resemblance t o the d e s c r i p t i o n of Petersburg: both are ch a r a c t e r -
i s e d by a s i l e n c e which excludes the poet. The Jewish s i l e n c e i s 
unpleasant, f o r i t i s 'bewhiskered' ( I I , p. 3 0 ) , a f e a t u r e which 
r e c a l l s the i r . s e c t - l i k c soot produced by the o i l - l a m p . This s i l e n c e , 
which accords w i t h the ' s t i f l i n g ' Jewish atmosphere described i n Shum 
vremeni ( I I , pp. 6 8 - 6 9 ) , does, however, c o n t r a s t w i t h the s i l e n c e o f 
Petersburg, which i s r a t h e r impassive and m a j e s t i c : 'B Mae Mecnije 
IleTepSypr *ieM—ro HanoMHHaeT aflpecHbiii C T O J I , He BbmaramHft cnpaBQK, -
oco6eHHO B paftoHe flBopu,OBoii rniomaflH* ( I I , pp. 2 2 - 2 3 ) . Once again, 
Dvortsovaya ploshchad' i s seen as the epitome of the atmosphere of 
Petersburg; i t s c o l d s i l e n c e and i t s p r e c i s i o n , presented i n images 
of the p r e p a r a t i o n s f o r a conference, c o n t r a s t s t r o n g l y w i t h the 
chaos which the ensuing h i s t o r i c a l session was t o i n s t i g a t e . Whatever 
form the s i l e n c e took the atmosphere i t creates i n Egipetskaya marka 
i s as t h r e a t e n i n g f o r Petersburg's Jewish q u a r t e r as i t i s f o r the 
i m p e r i a l h e a r t of the c i t y . 
(v) Mandelstarn's a l i e n a t i o n from Petersburg 
Evocations of the f a l l of Jerusalem and references t o the Jewish 
s e t t i n g s i n Egipetskaya marka emphasise sev e r a l p o i n t s : the end of 
Petersburg, the a l i e n f orces a t work i n i t , Mandelstam's i s o l a t i o n 
from h i s Jewish h e r i t a g e and from Petersburg i t s e l f . The l a t t e r 
c o n d i t i o n can be seen as a d i r e c t r e s u l t o f the circumstances i n which 
Mandelstarn found h i m s e l f over the years preceding the composition of 
Egipetskaya marka. These circumstances made i t impossible f o r 
Mandelstam t o r e t u r n t o or t o accept h i s n a t i v e town. I n August 1 9 2 1 
h i s f r i e n d and f e l l o w poet, Gumilev, had been executed f o r h i s a l l e g e d 
p a r t i n a conspiracy against the new regime, and Petersburg had no t 
commemorated the poet's death as he had requested, w i t h a requiem a t 
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St. Isaac's : d i s r e g a r d of the i n d i v i d u a l was already an e s t a b l i s h e d 
element i n the Babylonian code. Although images from Mandelstam's 
poetry w r i t t e n a t or near the time of the Re v o l u t i o n do appear i n 
Egipetskaya marka - the image of Proserpine, f o r example ( I , no. 8 9 ) -
the death of Gumilev, f o u r years a f t e r w a r d s , must s u r e l y have played a 
p a r t i n Mandelstam's a p p r a i s a l of Petersburg i n 1 9 2 7 as being a c i t y 
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of the dead, Petersburg no longer r e s p e c t e d a t r a d i t i o n which dated 
from the t i .me of Pushkin} - the death of Khlebnikov (1922) had no more 
e f f e c t than t h a t of Gumilev, f o r the c i t y no longer a p p r e c i a t e d the 
f r u i t s of the p o e t i c t r a d i t i o n : '... O H paayMnncH rosopHTb Ha Hstnce 
BpeMeHH H AHicoro MeAa' ( ' L i t e r a t u r n a y a Moskva', I I , p. 327). I t was 
i n f a c t r e v e r t i n g t o t h a t c o n d i t i o n described i n the a r t i c l e 'Slovo i 
k u l ' t u r a ' i n 1921, where the c i t y was s e e n to be r e t u r n i n g t o a 
vegetable states 'TpaBa Ha neTepSyprcKiix yjitmax - nepssie no6era 
AeBCTBeHHoro Jieca, K O T O P M H noKpoeT MecTO coBpeMeiiHux ropoflOB* ( I I , 
p. 222). I n Egipetskaya marka the death of poets and the death of 
p o e t i c a p p r e c i a t i o n can be seen i n the image o f the telephone, the 
use of which i s v a i n , since i t i s impossible t o contact Persephone's 
realm i n t h i s way ( I I , p. 20). Mandelstam d i s t i n g u i s h e s between the 
telephones which do have connections i n Petersburg and those which do 
not. The f i r s t are c h a r a c t e r i s e d by the image of the c r a y f i s h claw, 
and the second are 'burnt out' - an image which immediately communic-
ates the hopelessness o f the s i t u a t i o n due t o the a s s o c i a t i o n o f f i r e 
w i t h death. The image of the telephone and the theme o f l o s t f r i e n d s 
i s present too i n the 1930 poem ' f l BepHyj iCH B MOH ropofl, 3HaKOMHH HO 
cjie3' ( I , no. 221). Here the image and the theme are r e s t a t e d , b u t 
w i t h more defi a n c e , as an examination of the f o u r t h and f i f t h stanzas 
w i l l show: 
IleTepSypr! H eme He xo^y yMHpaTb: 
y Te6n Tene<|)OHOB MOHX HOMepa. 
IIeTep6ypr! y neim eme ecTb anpeca, 
IIo KOTOpfaiM Ha&fly MepTBeuoB ronoca ... 
There i s a c o n t r a s t between the two stanzas which corresponds t o the 
two kinds of telephone described i n Egipetskaya marka. The f i r s t i s 
connected t o Petersburg - 'u tebya'. I t i s t h r e a t e n i n g n ot only 
because i t s v i c i o u s n ature has already been made apparent i n the 
prose work, but also because of the use o f the p l u r a l ; Mandelstam has 
vario u s telephone numbers which seem to represent h i s l o s t 
acquaintances, Petersburg has knowledge o f these a f f i l i a t i o n s and 
thus he i s i n danger. The colon between the two l i n e s i s a l a c o n i c 
a f f i r m a t i o n of the f a c t t h a t the death threatened i n l i n e one i s a 
r e s u l t o f the i n f o r m a t i o n of l i n e two. That i t was n o t advisable f o r 
Mandelstam t o make use of telephones such as those belonging t o 
Petersburg i s made apparent i n 'Chetvyortaya proza', where the v i l e s t 
a s s o c i a t i o n s are a t t r i b u t e d t o i t : 'B H H MUTSLBT Tejie4>oHHyio KHury Ha 
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KpacHoft ruiomanH ... flaiiTe Heica ( I I , p. 192). The f i f t h stanza 
from no, 221 makes Mandelstam's i s o l a t i o n i n the c i t y apparent, b u t 
at the same time there i s an element of d e f i a n t a f f i r m a t i o n here: 
Petersburg may have the monopoly of the telephone, b u t he s t i l l has 
contact w i t h the p o e t i c voices of those who are gone and he does n o t 
need the telephone t o hear - hence the emphatic c o n t r a s t between the 
rhyming 'adresa/golosa'. The co n t r a s t between 'u tebya' and 'u menya' 
i s e q u a l l y emphatic, and the indictment l a i d before Petersburg i s a 
t e r r i b l e one. A contemporary comment f u l l y r e f l e c t s the d a r i n g theme 
of the poem, which i s of the same nature as t h a t o f Egipetskaya marka, 
but f a r more e x p l i c i t : 'A 3HaeTe, *ITO Cbmaer nocne TaKHx C T H X O B ? 
Tpoe npHXOflHT ... B $opMe ...' (N.Ya. I , p. 289). 
The c i t y ' s respect f o r the l i v i n g poet was no gr e a t e r than i t s 
respect f o r the dead, and Mandelstam was g r a d u a l l y being excluded from 
the l i t e r a r y w o r l d . He was denied the p o s s i b i l i t y of p u b l i s h i n g h i s 
own verse by 1923 and any attempt he d i d make t o earn h i s l i v i n g by 
w r i t i n g i n Leningrad/Petersburg c l e a r l y aroused h i s profound d i s g u s t : 
'JIeHrH3 pa3BopomeHHbrii MypaBei iHHK. TeHn;eHu.HH He T O CKaTt, He T O 
V H H I T O H H T I ) . H H K T O mraero He 3HaeT H He noHHMaeT 1 ( I I I , p. 206). 
Small wonder then t h a t the theme of e x i l e , already sounded by the 
evocation of Ovid i n the t i t l e of the poem ' T r i s t i a ' ( I , no. 104) and, 
at an even e a r l i e r stage, by t h a t of Joseph i n 'OTpaBJieH xne6 H 
B03AYX BbinHT* ( I , no. 54), should be echoed i n Egipetskaya marka. 
Apart from r e f l e c t i o n s of the f a t e of the Jewish n a t i o n , t h e r e i s a l s o 
the f a c t t h a t the death of Petersburg i s embodied i n the death of 
Bosio, who was i n a sense an e x i l e from her own land a t the time of 
her death. Bosio appears once more i n 'Chetvyortaya p r o z a 1 : 'To, *ITO 
6MJIO npescne , T O J I B K O yBepTiopa. CaMa neBHija B O 3 H O 6yn;eT neTb B MoeM 
npoijecce' ( I I , p. 186). Here i t becomes apparent t h a t i f Bosio's 
'overture' i n Egipetskaya marka, i n company w i t h f i r e , had s i g n i f i e d 
the death of Petersburg, then the death of t h a t c i t y was y e t more 
c l e a r l y the o v e r t u r e t o the disappearance of poe t r y and poets such as 
he. This p o i n t i s made i n Egipetskaya marka, although i t i s f a r from 
e x p l i c i t , i n the close i d e n t i f i c a t i o n of Mandelstam and Bosio. The 
l i n k between the two i s evident from a comparison between the f i r s t 
passage on Bosio and the passage on the a l i e n Jewish f a m i l y . F i r s t l y , 
the n a t u r a l s e t t i n g has s i m i l a r a t t r i b u t e s i n b o t h : 
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. n o B a o f l y HH3Koe, cyKOHHO-noTOjiowHoe He6o ... ( I I , p. 7 ) 
... HH3Koe c y K C H H o - n o j i i m e f i c K o e He6o ... ( I I , p. 3 8 ) 
The a s s o c i a t i o n of sky and m a t e r i a l i s a very e a r l y phenomenon i n 
Mandelstam: i n a poem of 1 9 1 0 ( I , no. 1 5 ) i t communicates a deadness 
i n the sky. I n Egipetskaya marka i t would seem to i n d i c a t e an 
oppressive, c l a u s t r o p h o b i c f o r c e ; i n the case of the passage assoc-
i a t e d w i t h Mandelstam ( I I , pp, 38—39.) the a d j e c t i v e ' p o l i t s e y s k o e ' ^ 
p h o n e t i c a l l y l i n k e d t o Bosio's 'potolochnoe', adds e x t r a menace t o a 
r e s t r i c t i n g , d e a t h l y atmosphere. Secondly, j u s t as Bosio i s a s i n g e r , 
so there are musical associations i n the Malinov passage: the 
1 c a r r i a g e r e e l s l i k e a double-bass, and the mention of Bosio's o l d 
s i n g i n g teacher i s complemented by the appearance of a music teacher 
i n the Jews' c a r r i a g e . T h i r d l y , Bosio i s depicted as t e l l i n g her 
f o r t u n e by the w i n t r y crunch of Russian hundred-rouble notes, a very 
apt medium, since i t was to be the 'zimniy k h r u s t ' of Petersburg's 
c l i m a t e which was responsible f o r her f a t a l i l l n e s s . Perhaps i t i s a 
s i m i l a r l y f a t e f u l s i g n t h a t Mandelstam should hear e x a c t l y t h a t sound 
as he sets out on h i s v a i n and mysterious journey t o Malinov. 
( v i ) The g u i l t of Petersburg 
Although Mandelstam f e l t h i m s e l f t o be an e x i l e i n h i s own c i t y , 
where t h e r e was no-one to whom he could t u r n ( I I , pp. 2 0 , 2 6 ) the 
i n f l u e n c e of t h a t c i t y continued to be v i t a l . I t i s important to 
r e a l i s e t h a t t h i s i n f l u e n c e was most d e f i n i t e l y p e r n i c i o u s . I n 
Egipetskaya marka, as i n much of the p o e t r y of T r i s t i a , Petersburg i s 
seen to be d y i n g , but a t the same time i t i s i t s e l f , i n company w i t h 
such forces as f i r e , Time, and Fear, one of the d e s t r u c t i v e agents 
present i n the work. The g u i l t of the c i t y i s t w o - f o l d . I t i s 
r e s p o n s i b l e f o r moulding the characters of i t s i n h a b i t a n t s : 
IleTepSypr, TM OTBe^aemb 3a SeflHoro T B o e r o cbma! 
3 a B e c b 3T O T cyM6yp, 3a jKajiKyro JHOSOBB K Mysbixe ... ( I I , p. 3 0 ) 
Befls H-flepjscycb H OB;HHM IIeTep6yproM ... (II» p. 2 5 ) 
I t i s a dream ( I I , p. 2 6 ) , an i l l u s i o n , and an i l l n e s s ( I I , p. 3 7 ) , 
which i n f e c t s the l i v e s of i t s i n h a b i t a n t s . Furthermore i t i s shameless 
because i t i s i n no way repentant of the e v i l i t has caused i t s 
i n h a b i t a n t s , whose souls have been fashioned by i t i n such a way as to 
make them incapable of d e f e a t i n g the d i s i n t e g r a t i o n which the c i t y has 
i n s t i g a t e d . Petersburg i n i t s very s t r u c t u r e had i n v i t e d a r e v o l u t i o n 
- 1 1 0 -
which had promised much, but i t had also allowed i t s e l f - i n search 
f o r s e c u r i t y which by i t s nature i t could not give - t o become subject 
t o 'Babylonian' p r i n c i p l e s , thus crushing both the golden i d e a l s of 
r e v o l u t i o n and the i n d i v i d u a l . Thus i n 1 9 3 1 the c i t y i s shown t o be 
unmoved by the ordeal of f i r e depicted i n Egipetskaya marka, and i t 
d i s p l a y s those very c h a r a c t e r i s t i c s w i t h which i t had i n f e c t e d the 
heroes of Pushkin, and which Mandelstam had noted i n 'Peterburgskie 
s t r o f y ' ( I , no. 4 2 ) of 1 9 1 3 ; ' O H O T noacapoB em,e H MOPOSOB Harnee,/ 
CaMOj«o6nBbiH, npoKjiHTbiH, nycTofi, MOJioxcaBbiH!' ( I , no. 2 2 2 ) . The c i t y ' s 
a i r of a r t i f i c i a l i t y i s present here: i t governs the poet i n accordance 
w i t h i t s ancient custom, a t the same time growing younger and more 
brazen. This poem shows t h a t i f the c i t y i s res p o n s i b l e f o r the 
characters of those who belong to i t - as displayed i n Egipetskaya 
marka - then the poet i s now, l i k e Lady Godiva, aware of h i s 
r e s p o n s i b i l i t y t o pr o c l a i m i t s degeneration and decay. 
Petersburg was not the only cause of the sense of i s o l a t i o n 
which Mandelstam experienced throughout the t w e n t i e s . The important 
p o i n t i s , however, t h a t t h i s i s the c i t y he chose as the s e t t i n g f o r 
h i s only composition d u r i n g a p e r i o d of 'poetic s i l e n c e ' , and t h a t i n 
making t h i s choice he provides a conclusion to the theme of death and 
decay i n Petersburg expressed i n T r i s t i a and i n a r t i c l e s such as 
'Slovo i k u l ' t u r a ' . The great c i t y ' s a t t r i b u t e s had remained the same; 
i t was the same c o l d and s t a t e l y c a p i t a l which Peter the Great had 
masterminded, but i t no longer respected the t r a d i t i o n s i t had 
n u r t u r e d over the years. A h y b r i d i n conception - man's w i l l against 
the n a t u r a l elements, European a r c h i t e c t u r e i n the c a p i t a l of Russia -
i t had given i t s e l f over to one p a r t of i t s n a t u r e . Although the 
beauty of i t s a r c h i t e c t u r e remained, t h i s beauty was n e i t h e r 
appreciated nor even seen b y those who now h e l d sway i n the l i t e r a r y 
w o r l d : 'O H H He BHflenH H He noHHManH n p e n e c T H o r o ropofla c ero 
^ H C T H M H Kopa6ejibHbiMH jiHHHHMH' ( I I , p. 27). I n e f f e c t , Egipetskaya 
marka demonstrates a p r i n c i p l e which Mandelstam had f i r s t s t a t e d i n 
1 9 1 4 w i t h regard t o the c i t y o f Rome: 
He ropofl PHM TKHB&T cpe,nH BexoB, 
A Mecro MenoBeKa B O BcejieHHofi ,., 
H 6e3 Hero npe3peHHH A O C T O H H U , 
Kax xajiKHH cop, flOMa H ajiTapn. ( I , n o . 66) 
Disregard f o r human l i f e had proved t h i s p r i n c i p l e t o b e t r u e i n r e l a t -
i o n t o Petersburg a l s o , and had caused the c i t y ' s b e a u t i f u l symmetry 
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t o be meaningless: 'deccMHcneHHiiM HarpoMowfleHneM 3flaHHH' ('Krovavaya 
m i s t e r i y a 9-go yanvarya 1, I I I , p. 131). The t h r e a t which Petersburg 
embodied f o r Mandelstam a t the time he wrote Egipetskaya marka can be 
seen i n h i s a p p r e c i a t i v e a r t i c l e on the actor Yakhontov. Mandelstam 
praises Yakhontov's r e n d i t i o n of a s e l e c t i o n of readings from Pushkin, 
Gogol and Dostoevsky e n t i t l e d 'Peterburg'. I t seemed p a r t i c u l a r l y 
apt to Mandelstam t h a t the mad Evgeny should once more be evoked: 
' « . . O H no-HOPOMy 3a6jiyflHJiCH, oinyjiCH H ofiesyMen B Hanoi A H H ' 
('Yakhontov', I I I , p. 112). The g r e a t , but profoundly h o s t i l e 
Petersburg was once more a t odds w i t h the ' l i t t l e man', and the 
atmosphere conveyed by Yakhontov e v i d e n t l y impressed Mandelstam by i t s 
s i m i l a r i t y t o h i s own a p p r e c i a t i o n of the contemporary c i t y : 'B 
flBHJKGHHHx aKTepa Bee BpeMH qyscTByeTCH CTpax npocTpaHCTBa, CTpeMjieHiie 
3acjiOHHTi>CH O T Ha6eraiomeH nycTora' ('Yakhontov', I I I , p. 113). For 
Mandelstam t h a t sense of impending doom which Russian l i t e r a t u r e , i n 
h i s eyes, t r a d i t i o n a l l y associated w i t h Petersburg, was a l l too r e a l . 
I f the Petersburg and the Petersburg p e r i o d of h i s t o r y which had 
y i e l d e d poets such as Pushkin was no more, then the f a t e of l i v i n g 
poets i n the c i t y was only too e v i d e n t . I n h i s f i n a l comment on 
Petersburg, a f t e r the 'cleansing' process which the w r i t i n g of 
'Chetvyortaya proza' had e f f e c t e d , Mandelstam was able t o s t a t e the 
nature of Petersburg as he had seen i t i n Egipetskaya marka, but now 
i n terms which are r e l e n t l e s s l y concise: 'B IleTepSypre JKHTB - CJIOBHO 
cnaTb B rpooy 1 ( I , no. 223). 
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Chapter Four 
The H i s t o r i c a l S e t t i n g of Egipetskaya marka 
( i ) Mandelstam's method of viewing h i s t o r i c a l events 
Egipetskaya marka i s set i n t h a t most v o l a t i l e p e r i o d of Russian 
h i s t o r y - the months between the February and October r e v o l u t i o n s of 
1917o The great confusion by which t h i s p e r i o d was c h a r a c t e r i s e d i s 
eminently s u i t e d to the work which i s concerned w i t h the poet's own 
s t a t e of confusion. The treatment of t h i s h i s t o r i c a l l y c r u c i a l p e r i o d , 
the 'Kerensky summer', i s d e f i n e d by Mandelstam h i m s e l f i n h i s 
comments on the unpublished 'Fagot': 'flo H3BecTH0H CTeneHH noBTopneTCH 
npneM "EraneTCKoft M S P K H " : noKa3 snoxH C K B O3B "HTHITOH r j i a 3 " ' ('Zayavka 
na neprinyatuyu povest' "FAGOT"', I I , p. 497). Mandelstam seems t o 
have been much i n t r i g u e d by the v i s i o n of other c r e a t u r e s : by the 
d i s t o r t e d , p a r t i a l v i s i o n which he a t t r i b u t e s t o the f i s h ('Vypad', 
I I S p. 230), and t o f l i e s ('Zapisnye k n i z h k i ' , I I I , p. 151). He was 
p a r t i c u l a r l y i n t e r e s t e d i n the v i s u a l make-up of the b i r d o f prey, 
e s p e c i a l l y i n i t s a b i l i t y t o see c l e a r l y and i n d e t a i l over a l a r g e 
distance (Razgovor o Dante, I I , p. 389). Generally speaking, 
Mandelstam tends to consider h i s t o r i c a l events a t a remove; h i s v i s u a l 
powers, l i k e those of a b i r d , are able t o operate over a d i s t a n c e . 
There are few references i n h i s work as a whole to h i s t o r i c a l c r i s e s 
a t the time of t h e i r occurrence. I n h i s p o e t r y only f i v e poems deal 
contemporaneously, e i t h e r d i r e c t l y or i n d i r e c t l y , w i t h the F i r s t World 
War ( I , nos. 68, 70, 83, 179, 181), one w i t h the 1905 r e v o l u t i o n ( I , 
no. 255), one w i t h the February 1917 r e v o l u t i o n ( I , no. 189) and three 
w i t h October 1917 ( I , nos. 192, 94, 9 5 ) . His r e t r o s p e c t i v e ' b i r d ' s 
eye' view of h i s t o r y i n v o l v e s the h i g h l i g h t i n g of c e r t a i n d e t a i l s and 
gives not a composite, h i s t o r i a n ' s view o f the epoch, b u t an 
i m p r e s s i o n i s t i c p i c t u r e which demands the s e n s i t i v i t y o f the reader to 
the h i s t o r i c a l a l l u s i o n s which are made. The r e t r o s p e c t i v e nature of 
Mandelstam's h i s t o r i c a l approach does mean t h a t from time t o time 
i n t e r v e n i n g m a t e r i a l i n f l u e n c e s h i s i n t e r p r e t a t i o n of an event. 
Mandelstam c h a r a c t e r i s e s an epoch as he does human f i g u r e s - by 
scarce but graphic d e t a i l s . These are intended to convey the 'aroma' 
of the times ('Skipetr', I I I , p. 91), the 'temperature of the 
h i s t o r i c a l day' ('Mikhoels', I I I , p. 109). He defines whole periods 
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of h i s t o r y i n t h i s way - f i f t e e n t h - c e n t u r y France i s c h a r a c t e r i s e d , 
f o r example, as 'zhenstvenno-passivnaya' ('Fransua V i l l o n 1 , I I , p. 302). 
This 'eye' f o r d e t a i l i s a f u r t h e r correspondence w i t h t h a t of the 
b i r d of prey. 
Mandelstam's d e f i n i t i o n of Egipetskaya marka as being a ' b i r d ' s 
eye view' i s of more than t h i s general s i g n i f i c a n c e since i t accords 
c l o s e l y w i t h the dangerously u n c e r t a i n nature o f the Kerensky summer* 
I n Russian usage expressions which i n c l u d e the a d j e c t i v e ' p t i c h i y ' can 
i n d i c a t e an element o f i n s e c u r i t y ( f o r example ' z h i t ' na p t i c h i k h 
pravakh'). I n Mandelstarn's own l e x i c o n references to b i r d s sometimes 
occur i n the d e p i c t i o n o f chaos or confusion: '... B C H craxKH/lHeSe^eT, 
flBiraceTCH, jKHBeT ...' ( I , no. 103). I n 'Feodosiya' the danger of the 
p e r i o d i s h i g h l i g h t e d when people are c h a r a c t e r i s e d as d i f f e r e n t kinds 
o f b i r d s . The r a i l w a y workers f o r c i b l y removed from Kursk are 
depicted i n terms o f p o u l t r y - the type of b i r d s most l i k e l y to be 
k i l l e d . Mandelstam h i n t s t h a t i t was p r e f e r a b l e t o be the k i n d o f 
b i r d kept as a domestic pet - safe i n a cage: ' B T O BpeMH jry*nne 5bino 
6biTb n r m j e H , neM MenoBeKOM, H c o 6 j i a 3 H c T a T b CTapyxi iHoft n r a u e H 6HJI 
BermK* ( I I , p. 117). I n the r e v o l u t i o n a r y s e t t i n g of Egipetskaya 
marka the technique of p r e s e n t i n g the human w o r l d i n terms of avian 
creatures i s e s p e c i a l l y prominent. I t i s i n t e r e s t i n g t o note i n 
passing t h a t b i r d imagery appears i n the d i s c u s s i o n of r e v o l u t i o n 
elsewhere: *... 6appHKa#bi , BbuieraieHHbie ... xaic K y 3 0 B n T K^bero r H e 3#a ..' 
('Ogyust Barb'e', I I I , p. 46). 
The suggestion of danger and confusion s u p p l i e d by such imagery 
accords w i t h the type of event which Mandelstam tends t o discuss. His 
h i s t o r i c a l awareness i s r e l a t e d p a r t i c u l a r l y t o those t r a n s i t o r y 
periods which precede a major h i s t o r i c a l change - he admires Bely's 
a b i l i t y i n Peterburg t o convey a sense o f 'predrevolyutsionnaya 
trevoga' ( I I , p. 423 and see above, p. 8 9 ) , and i n h i s own work the 
1905 r e v o l u t i o n i s de p i c t e d i n terms of premonition: 'podstupayushchey 
grozy' ( I , no. 255). Shum vremeni i s very much concerned w i t h the 
pe r i o d of t r o u b l e d unease which came before the 1905 r e v o l u t i o n , the 
'glukhoe predystoricheskoe bespokoystvo' ( I I , p. 71). I n t h i s work 
Mandelstam sketches the fe a t u r e s of a p e r i o d which was drawing t o a 
close. He dep i c t s i t s f r i v o l o u s tastes and f a s h i o n s , i t s touches of 
elegance which formed a s u p e r f i c i a l l a y e r , covering the f a c t t h a t the 
age was dying. 
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The h i s t o r i c a l ' t r a n s i t i o n s ' which Mandelstam discusses most 
f r e q u e n t l y are those which, i n e f f e c t , were no more than f a l s e t r a n s -
i t i o n s : the French r e v o l u t i o n of 1830, which i n s t i t u t e d the t r a n s i t o r y 
stage of the Bourgeois monarchy ('Ogyust Barb'e', I I I , pp. 45-49); 
the Russian r e v o l u t i o n of February 1905 which, although i t was a c l e a r 
s i g n t h a t the end of Tsardom was not f a r away, i n f a c t heralded a new 
p e r i o d of t r a n s i t i o n , sowing the seeds f o r October 1917. H i s t o r i c a l 
events which f a i l t o b r i n g about a d e f i n i t i v e change lead p r e c i s e l y to 
t h a t c o n d i t i o n which Mandelstam was most predisposed t o describe -
new f e e l i n g s of a n x i e t y and confusion, of apprehension as t o what the 
next h i s t o r i c a l change w i l l b r i n g . 
( i i ) The nature o f the r e v o l u t i o n a r y events a l l u d e d to i n Egipetskaya 
marka and t h e i r h i s t o r i c a l i m p l i c a t i o n s 
Egipetskaya marka i s set against a background of r e v o l u t i o n a r y 
events - but t h i s does not i n v o l v e o n l y the events of 1917. There are 
f l e e t i n g and well-concealed references to the Russian r e v o l u t i o n o f 
1905 and to the French r e v o l u t i o n of 1830, and these h i g h l i g h t the 
p a r t i c u l a r l y unpleasant nature of 1917 and suggest some of i t s 
h i s t o r i c a l i m p l i c a t i o n s . 
(a) 1905 and 1917 
There i s a considerable d i f f e r e n c e between the nature of the 
r e v o l u t i o n a r y s e t t i n g of Egipetskaya marka and of the 1905 s e t t i n g 
which f i g u r e s i n Mandelstam's e a r l i e r work. This i s due t o the f a c t 
t h a t the impulses behind 1905 and 1917 were q u i t e d i f f e r e n t . Whereas 
i n Shum vremeni Mandelstam describes the 1905 r e v o l u t i o n as a q u e s t i o n 
of 'vlyublennosti. i c h e s t i ' ( I I , p. 9 7 ) , i n Egipetskaya marka there are 
no such romantic concepts. Honour has now been'replaced by the demon 
scandal ( I I , p. 27). This e n t i t y i n e v i t a b l y b r i n g s t o mind the works 
of Dostoevsky, and i n p a r t i c u l a r a remark made about r e v o l u t i o n by 
Karmazinov i n Besy: 1 . . . B C H cyTB pyccKoft peBojiioijHOHHOH Hflen 
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saKJira^aeTCH B oTpHuaHHK secra ...' . The 1905 r e v o l u t i o n i s c h a r a c t e r -
i s e d i n Shum vremeni as an i n s u b s t a n t i a l , t h e o r e t i c a l event ( I I , 
pp. 79-82) and i n 'Krovavaya m i s t e r i y a 9-go yanvarya' (Mandelstam's 
most complete a p p r a i s a l o f any h i s t o r i c a l event) as a c l a s s i c a l 
tragedy ( I I I , pp. 128-132). I n the l a t t e r work Mandelstam concentrates 
on the i n e v i t a b i l i t y of events and the 'glukhoe bespokoystvo' ( I I I , 
p. 128) which was the motive f o r c e behind the r e v o l u t i o n a r y march of 
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1905. The marchers were deaf t o any warnings and the troops o p e n e d 
f i r e ; the event was v i o l e n t i n the s t a r k , u n f e e l i n g way i n which the 
death o f an animal i s v i o l e n t . T s a r i s t Russia was an unheeded 'zver' 
( I I I , p. 130) and i t s v i c t i m s were 'podstrelennuyu d i c h 1 ' ( I I I , p. 131). 
The i n f l u e n c e of the geographical s e t t i n g on r e v o l u t i o n a r y events 
f u r t h e r underlines the d i f f e r e n c e s between the dramatic nature of 1905 
and the Kerensky summer of Egipetskaya marka. The 1905 r e v o l u t i o n was 
s u b j e c t to the 'unstable' nature of Petersburg (see Chapter Three, 
s e c t i o n ( i i ) ) , which c o n t r i b u t e d to the t h e o r e t i c a l nature o f events. 
The r e s u l t s of such 'theory' were f r i g h t e n i n g , but the aftermath of 
1917 was more so. Now i t was a question of Petersburg's i n s t a b i l i t y 
a f f e c t i n g not theory but p r a c t i c e , w i t h a l l the abuse of theory which 
p r a c t i c e i n v o l v e s . I t i s the concern w i t h unpleasant p r a c t i c e which 
i s the d i s t i n g u i s h i n g f e a t u r e of the r e v o l u t i o n a r y s e t t i n g of 
Egipetskaya marka and which leads to the use of less romantic or 
dramatic imagery than i s to be found i n Shum vremeni and 'Krovavaya 
m i s t e r i y a 9-go yanvarya'. 
The a l l u s i o n s to 1905 i n Egipetskaya marka i t s e l f suggest t h a t 
1917 was the i n e v i t a b l e consequence of Bloody Sunday. I n the f i r s t 
r eference t o 1905 the image of f a l s e alarm i s present: 
... nepefl KOHUOM, Kor^a TeMneparypa 3 n o x n B C K O i n j i a Ha 
TpnfluaTb ceMb H TpH , l i JKH3Hb npoHecxtacb no oSMaHHOMy 
Bbi30By, KaK rpoxo^ymHH Ho^ibio noacapHbiH 0 6 0 3 . . . 
( I I , p. 10) 
A sense of c o n t i n u i t y i s i m p l i e d between the two r e v o l u t i o n s i n t h a t 
l a t e r i n Egipetskaya marka s i m i l a r images are developed i n the 
d e p i c t i o n of f i r e and f a t a l i l l n e s s ( I I , pp. 35-36 and see Chapter 
Three, s e c t i o n ( i i i ) ( b ) ) . These images represent the r e a l alarm of 
1917. The 1905 alarm was f a l s e on two counts since i t was unsuccess-
f u l b o th from the p o i n t of view of the r e v o l u t i o n a r i e s and from t h a t 
o f the T s a r i s t government. The T s a r i s t v i c t o r y had no substance t o i t 
f o r i t d i d not lower the r e v o l u t i o n a r y 'temperature' of the age and 
when the f r u i t s of 1905 began to be reaped i n 1917 the T s a r i s t 
government proved t o be e q u a l l y i n e f f e c t i v e a ' f i r e - b r i g a d e ' . I t i s 
a l l u d e d t o i n Egipetskaya marka i n terms of i t s 'muteness' and 
i n e f f e c t u a l i t y . Dvortsovaya ploshchad', the very centre of Tsardom, 
i s s i l e n t ( I I , pp. 22-23) - perhaps a reference t o Tsar Nicholas I I ' s 
absence from the Zimniy dvorets on Bloody Sunday, a t the very time when 
he was most needed. Nicholas was s i m i l a r l y i n e f f e c t u a l i n February 
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1917 when h i s only d e f i n i t i v e a c t i o n was t o abdicate i n favour of h i s 
b r o t h e r . On the occasion of the 1905 r e v o l u t i o n the T s a r i s t 
troops had acted w i t h p r e c i p i t a t e haste, b u t when the r e a l alarm was 
sounded t h e i r ' f i r e - f i g h t i n g ' a c t i v i t i e s are shown to be non- e x i s t e n t . 
The doors of the f i r e - s t a t i o n are f i r m l y shut: 'HanpoTHB 6t>ma noKapHan 
H a c T b c 3aKpwTbiMH Harnyxo BopoTaMH ,..' ( I I , p. 35). An ap p r o p r i a t e 
element o f deafness i s i m p l i e d here, a r e f l e c t i o n of the t o t a l lack of 
communication between Tsar and people. 
C o n t i n u i t y between the two r e v o l u t i o n s i s also expressed i n 
a l l u s i o n s t o d i s i n t e g r a t i o n . I n the reference t o the 1905 r e v o l u t i o n 
i n Egipetskaya marka the r o l e o f two of Petersburg's most famous 
landmarks i s described as f o l l o w s : 'T O J I B K O cyMacmefpHe Ha6nBSJIHCB Ha 
paHfteBy y MeflHoro BcaflHHKa H U H y AneKcanspoBCKOH KOJiOHHbi' ( I I , p. 10). 
The danger of the l a t t e r l o c a l e , the c e n t r a l p o i n t of Petersburg, was 
to be proven i n the v i o l e n t outcome of 1905. The f o o l h a r d i n e s s of 
v y i n g w i t h the former was incomparably g r e a t e r . Only the whole of 
Russia could be a match f o r a f o r c e such as t h a t symbolised by the 
Bronze Horseman, and the whole of Russia was not ready i n 1905 f o r such 
a t e s t ('Krovavaya m i s t e r i y a 9-go yanvarya', I I I , p. 131). The p e r i l 
and f u t i l i t y i n h e r e n t i n any attempt t o d i s t u r b t h i s monument had 
of course been depicted by Pushkin i n the d e c l i n i n g s a n i t y of Evgeny, 
and r e i t e r a t e d by Bely: '... T e n e p b n o B T O p m i a c b cyflb6a E B r e H H H . . . 
B f l o r o H K y 3 a HHM H Bfloromcy 3 a BceMH - rpeMenn yflapu M e T a j u i a , ppo6nwpe 
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K H 3 H H „.. The i m p l i c a t i o n i s present i n the very s t y l e of 
Egipetskaya marka t h a t such a s p l i n t e r i n g has taken place (see Chapter 
S i x , s e c t i o n ( i ) ) . There are references w i t h i n the work t o s p e c i f i c 
s t a t e s of d i s i n t e g r a t i o n ( I I , pp. 20, AO) and the chaos and d i s r u p t i o n 
i n everyday c o n d i t i o n s (see below, s e c t i o n ( i v ) ) suggest the wider 
d i s i n t e g r a t i o n of s o c i e t y . 1917 may be the c o n t i n u a t i o n of 1905, b ut 
i t provides a much more f r i g h t e n i n g s e t t i n g f o r now, i t seems, the 
t e r r i f y i n g powers of the Bronze Horseman have once more been released. 
(b) 1830 and 1917 
The a l l u s i o n t o 1830 i n Egipetskaya marka i s b r i e f indeed and 
would c e r t a i n l y elude the casual reader; b ut i t i s fundamental to an 
a p p r e c i a t i o n of the atmosphere created i n the work. The a l l u s i o n 
i m p l i e s a l i n k between 1830 and 1917 and i s a c l e a r example of how the 
experience and opinions of the i n t e r v e n i n g years between 1917 and the 
composition of Egipetskaya marka i n f l u e n c e d Mandelstam's i n t e r p r e t a t i o n 
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of h i s t o r i c a l events. Mandelstam's t r a n s l a t i o n s of the Barbier poems 
had demonstrated e a r l i e r i n the twenties t h a t he saw a resemblance 
between 1830 and 1917 and the reference t o 1830 i n Egipetskaya marka 
i s q u i t e i n keeping w i t h the s p i r i t of the Barbier t r a n s l a t i o n s . The 
1830 r e v o l u t i o n was a 'mostik' ('Ogyust Barb'e', I I I , p. 45) from a 
semi-feudal regime t o the bourgeois, f i n a n c i a l l y o r i e n t a t e d monarchy 
of Louis P h i l i p p e . This 'mostik' was c h a r a c t e r i s e d by the h i g h i d e a l s 
of i t s p a r t i c i p a n t s . The Kerensky summer was i n i t s e l f a k i n d of 
'mostik' - a time when r e v o l u t i o n a r y i d e a l s had not y e t been s h a t t e r e d 
and when Russia's freedom reached i t s d i z z i e s t h e i g h t . 
The oblique reference t o 1830 i s made i n Egipetskaya marka i n 
connection w i t h the infamous Krzyz'anowski: ' T O T r o c n o n j i H H c x p H B a j i c j i 
s c e r o T P H flHH, a noTOM cojifla™ caMH BbiSpariH ero B I I O J I K O E O H K O M H T C T H 
Ha pyxax Tenepb H O C H T!' ( I I , p. 16). Krzyzanowski's r i s e t o power and 
p o p u l a r i t y occupied a h i g h l y suggestive p e r i o d . However, t h i s i s an 
a l l u s i o n n o t t o the three days between the C r u c i f i x i o n and the 
R e s u r r e c t i o n , but to a more recent events 'Nous devenons p o u s s i f s e t 
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nous n'avons d'haleine/Que pour t r o i s j o u r s au p l u s ' . This was of 
course the l e n g t h of time o f the French r e v o l u t i o n o f 1830. 
Krzyzanowski's absence bears much r e l a t i o n t o the a c t i o n of the 
effeminate cowards whom Mandelstam depicts i n h i s t r a n s l a t i o n o f 
Barbier's 'La Curie'. Their conduct i s o b v i o u s l y s i m i l a r : '... rfle B H 
CKpbiBaimcb Monua/B A H H CTpainmix caSeji&Hbix noTepb (Sov. ed. no. 
278). Although the 'three day' reference i n Egipetskaya marka i s 
connected w i t h the 'Trois Glorieuses' and not w i t h C h r i s t ' s entombment, 
a p e r i o d of three days i n e v i t a b l y has b i b l i c a l a s s o c i a t i o n s . B a r b i e r 
was aware of these: 'Tout tombe, t o u t s'ecroule avec l a grande c r o i x : / 
C h r i s t est aux mains des J u i f s une seconde f o i s ' ^ ^ . Mandelstam d i d 
n o t t r a n s l a t e t h i s s e c t i o n o f 'L'Emeute', b u t there i s a d i r e c t 
reference i n h i s own poetry from 1917 to the connection between the 
r e v o l u t i o n and circumstances surrounding the C r u c i f i x i o n : 
- KepeHCKoro pacmrrb! - noTpeSoBan conp,at, 
H sj ian MepHb pyKonnecKana: 
HaM cepflue Ha m THICK no3Bonnji B3HTb IlHJiaT, 
H cepAne £>HTbCH nepecTano! ( I , no. 192) 
I t i s impossible to s t a t e whether or not Mandelstam was i n f l u e n c e d by 
Barbier's work a t t h i s e a r l y stage. The important p o i n t i s t h a t i n 
the work of both poets i t i s the dark and v i o l e n t deeds a t t e n d i n g the 
C r u c i f i x i o n which f e a t u r e i n t h e i r p e r c e p t i o n of the r e v o l u t i o n s - and 
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not the miraculous overcoming of death. The f a c t t h a t the French 
r e v o l u t i o n l a s t e d three days i s i r o n i c , f o r i t d i d not lead t o a l i f e -
g i v i n g m i r a c l e , but t o the t e r r i f y i n g s i t u a t i o n depicted i n Barbier's 
Iambes. The i n t r o d u c t i o n of the three day image i n t o Egipetskaya marka 
i s s i m i l a r l y i r o n i c , f o r here the miraculous p o t e n t i a l of the pe r i o d 
i s c o n t r a s t e d w i t h the coming t o power of Krzyzanowski - the character 
who t h r i v e s a t the expense of the ' l i t t l e man'. I t is-such 
disappointment of h i g h i d e a l s which i n Mandelstam's view forms the 
v i t a l l i n k between 1830 and 1917. I n Egipetskaya marka the c o r r u p t i o n 
of the i d e a l i s shown i n d i r e c t l y through Krzyzanowski. Mandelstam's 
poe t r y gives a reference which i s more s t r a i g h t f o r w a r d . The poem 
'Korffa OKTHSpbCKHft HaM T O T O B H J I BpeMeHrnHK* ( I , no. 192) shows the 
October f a v o u r i t e (vremenshchik) - presumably L e n i n - to be i n v o l v e d 
i n n o t very pleasant machinations: '... HaM T O T O B H J I . . . / f fpMo Hacmmn . . ' . 
The word 'vremenshchik' i s i n s e r t e d i n t o Mandelstam's t r a n s l a t i o n of 
'La Curee' and i s t h e r e f o r e a common f a c t o r between h i s own poem and 
h i s t r a n s l a t i o n of Ba r b i e r : 
De remettre en t r o i s j o u r s une haute couronne 
Aux mains des Francais souleves.101 
Hs pyK BpeMeHmHKa BbicoKyw KopOHy 
B T P H A H H tfrpaHnysaM B O 3B P H T H T • (Sov, ed. no. 278) 
I n Mandelstarn's v e r s i o n i t seems to be a ques t i o n of Charles X's 
f a v o u r i t e , Polignac. The 1830 r e v o l u t i o n took power from the c o r r u p t 
and i n s e n s i t i v e Polignac only t o see i t corrupted once more: the 1917 
r e v o l u t i o n took power from the Tsar only t o see i t develop i n t o a 
c e n t r a l i s e d bureaucracy which had no more respect f o r the i n d i v i d u a l 
than had the o r i g i n a l regime. 
( i i i ) Treatment of the r e v o l u t i o n a r y s e t t i n g i n Egipetskaya marka: 
the p o l i t i c a l scene 
I n Egipetskaya marka Mandelstam deals w i t h the p e r i o d under 
d i s c u s s i o n i n two ways. He gives both an i m p r e s s i o n i s t i c r epresent-
a t i o n of the p o l i t i c a l scene and i n t r i g u i n g references t o the 
everyday c o n d i t i o n s which arose because of t h a t scene. I n order t o 
gauge the accuracy of Mandelstam's p e r c e p t i o n o f the p e r i o d the work 
of two other w r i t e r s w i l l be r e f e r r e d to from time to time: the contemporary 
comments of Aleksandr Blok and V i k t o r Shklbvsky's extended and 
r e t r o s p e c t i v e view of the r e v o l u t i o n and C i v i l War, the 
Sentimental'noe p u t e s h e s t v i e . 
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The p o l i t i c a l scene i s c l e a r l y one of t r a n s i t i o n . The February 
r e v o l u t i o n has taken p l a c e , b u t there are s t i l l remnants of the 
T s a r i s t system i n evidence. The Senate appears i n Mervis* l i s t of 
cunning excuses to Parnok: '3aTeM MepBHc H C K Y C H O nepenen paaroBop Ha 
aflBOKaTa Tpyseneepra, KOTOpbifi aaKa3aji eMy B HHBape cenaTopcicHfi 
MyHAHp . o . 1 ( I I , p. 8 ) . This uniform had e v i d e n t l y been ordered j u s t 
before the onset of r e v o l u t i o n . Mervis' i n t e n t i o n i n r e f e r r i n g to i t 
here i s t o arouse sympathy f o r h i m s e l f f o r having undertaken t h i s work, 
which i s now redundant i n the Kerensky summer. There i s an i n d i r e c t 
a l l u s i o n t o Nicholas I l ' s r u l e i n a t o t a l l y i n t e g r a t e d reference t o 
the Red Cross: 'iIoHBjiHHCb B flOMe, T C T H Bepa naiHuana ManmHajihuo 
cocTpan;aTh H npeflnaraTB C B O H KpacHo-KpecTHbie ycnyrn ( I I , p. 31). 
As a r e a c t i o n against T s a r i s t n e g l e c t v a r i o u s p r i v a t e a s s o c i a t i o n s 
were formed w i t h the aim of p r o t e c t i n g the p u b l i c i n t e r e s t . The Red 
Cross Committee was the f i r s t of these, and l i t t l e by l i t t l e i t took 
over the a d m i n i s t r a t i o n of p u b l i c h e a l t h and became a branch of the 
M i n i s t r y of P u b l i c Health i t s e l f . 
The recent r e v o l u t i o n a r y events are evoked by reference to 
s e v e r a l Petersburg l o c a t i o n s which played an important p a r t i n the 
overthrow of the T s a r i s t Government. The mention of the T a v r i c h e s k i y 
sad ( I I , p. 39) b r i n g s t o mind the T a v r i c h e s k i y dvorets - the seat of 
the Duma and, i n February 1917, the s i t e of a two-hundred-thousand-
s t r o n g demonstration and of the f o r m a t i o n of the Petrograd Soviet. The 
M i l l i o n n a y a ( I I , p. 26) was the home of the Preobrazhensky regiment, 
which was one of the regiments t o mutiny i n February 1917. Dvortsovaya 
ploshchad' was the centre of T s a r i s t a d m i n i s t r a t i o n and Kolpino was 
the i n d u s t r i a l r e g i o n from which, as Shklovsky records, xrorkers 
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marched on the State Duma . These references are f a r from d i r e c t 
and they serve t o create no more than an 'aroma' of the h i s t o r i c a l 
scene. 
A more important r o l e i n the s e t t i n g of the p o l i t i c a l scene i s 
played by the various p o l i t i c a l groups a l l u d e d t o from time t o time. 
The most s t r i k i n g f e a t u r e here i s t h a t Mandelstam chooses to 
concentrate upon the l e a s t successful and the l e a s t impressive groups 
and events - d i r e c t reference i s n o t made to the Bolsheviks or t o the 
F i r s t World War f o r example. The f o c u s i n g of a t t e n t i o n on the unstable 
groups complements the atmosphere of a n x i e t y and u n c e r t a i n t y p r e v a l e n t 
i n the work. 
- 120 -
The P r o v i s i o n a l Government and the Defenciots are the only 
p o l i t i c a l groups r e f e r r e d t o d i r e c t l y , and the l a t t e r r e ceive only 
the b r i e f e s t mention ( I I , p. 22)» They were a group who b e l i e v e d 
t h a t , i n order to save the r e v o l u t i o n , the war against the Germans 
must be continued and the Germans crushed„ The b r i e f reference t o 
the Defencists does t h e r e f o r e also f u l f i l the f u n c t i o n of b r i n g i n g to 
mind the e x t e r n a l p o l i t i c s o f the time- I t i s a f l e e t i n g and i n d i r e c t 
a l l u s i o n t o the F i r s t World War, which was so v i t a l a f o r c e i n the 
do w n f a l l of the T s a r i s t monarchy. Mandelstam's g r a p h i c a l l y accurate 
c h a r a c t e r i s a t i o n of the P r o v i s i o n a l Government i s not q u i t e so b r i e f . 
A l l the u n c e r t a i n t y of i t s existence i s conveyed i n the a d j e c t i v e 
5limonadnoe" ( I I , p. 15) which Mandelstam a t t r i b u t e s t o i t . I n 
a d d i t i o n i t i s associated w i t h the v o l a t i l e aspects of the la u n d r y , 
w i t h the f a s t disappearing food supplies and w i t h the alarming 
behaviour of the cars a t Kerensky's disposals 
... nocne 4>eBpani>CKHx flHeft, yrama 3 T a eme 6ouee 
nojiernana, c ee napoBMMH npa^einiftiMH, rpy3HHCKHMH 
jnaBOMKciMH, npofiaiontHMH nc^esawmee KaKao, H majibiMH 
aBTOMoSnnsMH BpeMeKHoro n p a B K T e j i b C T B a . 
( I I , p. 14) 
The cars d i s p l a y a f e a t u r e which was a t the time a t t r i b u t e d t o the 
head of the P r o v i s i o n a l Government h i m s e l f : 'C yTpa ecTb cnyx, MTO 
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KepeHCKHfi comeji c yMa ..." „ I f Mandelstam does not i n d i c a t e 
d i r e c t l y t h a t the Kerensky government had r i v a l s , h i s a l l u s i o n s t o 
i t s i n s e c u r i t y h i n t a t t h i s . The u n c e r t a i n t y of the P r o v i s i o n a l 
Government's p o s i t i o n was o f course an h i s t o r i c a l f a c t . For a few 
s h o r t months Russia was f r e e r than i t had ever been, thanks t o the 
l e g i s l a t i o n of the P r o v i s i o n a l Government, which must a t the time 
have seemed t o be p a r t of a dream s t a t e . E q u a l i t y before the law was 
granted; i n v i o l a b i l i t y of the i n d i v i d u a l , home and correspondence was 
proclaimed; no a r r e s t or search could be made w i t h o u t warrant; 
r e l i g i o u s freedom, freedom t o form a s s o c i a t i o n s , r i g h t of assembly and 
new press laws were also proclaimed. A l l t h i s new l e g i s l a t i o n con-
t r a s t e d w i t h t h a t of the T s a r i s t regime and c o n t r i b u t e d t o the heady 
'lemonade' q u a l i t y of the Kerensky summer. Such measures increased 
the chaos ensuing from the r e v o l u t i o n a r y events. I n a remark from 
J u l y 3rd 1917 Aleksandr Blok describes the o f f i c i a l s i t u a t i o n 
s u c c i n c t l y : 
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3aceflaHHe T H H C T C H , Bee BpeMH nepeMewaHct Gonee HJIH 
MeHee HHTepecj&iMH p a s r o B o p a r a i ; O T a r o r o BHHMaHHe c j i a 6 e e T , 
ceKpeTapb ySeraer, npoTOicoji OKa3£>maeTCH nenojriHLiM. 
BooCme xaoc, B K O T O P O M odcystflaeTCH Bee BpeMH, B cymnocTH, 
O R H I I Bonpoc: K a n S O P O T B C H c xaocoM? - C caMHM co6ofk 
SopOTbCH. 104 
The formal concept of conference was q u i t e i n a p p r o p r i a t e i n a c h a o t i c 
s i t u a t i o n where the a u t h o r i t y o f the government was minimal. (Real 
power l a y i n the hands of the Bolsheviks, of the P e t r o g r a d S o v i e t , on 
whose approval the decisions of the P r o v i s i o n a l Government depended). 
This i s stressed i n Egipetskaya marka by the c o n t r a s t between the 
r i g i d l y formal preparations ( a p p a r e n t l y f o r some k i n d o f o f f i c i a l 
session - I I , pp. 15, 23) and the constant r e p r e s e n t a t i o n of the 
v o l a t i l i t y of the p e r i o d . Mandelstam communicates the dangers 
i n h e r e n t i n t h i s c h a o t i c s e t t i n g i n the phrase 'H crpaaiHO mnb H 
xopomo!* ( I I , p. 22). This conveys both the f e a r and the e l a t i o n 
i n v o l v e d i n the new freedom ( i n a f a r more t r i t e manner than the w i l l 
t o l i v e was l a t e r t o be c o n t r a s t e d w i t h l i f e ' s f e a r s i n the poem 
'KOXOOT pecHHubi. B r p y ^ H n p H K H n e n a cnesa', I , no. 2 2 9 ) . Whereas 
Mandelstam tends merely t o imply the dangers o f the Kerensky summer, 
Shklovsky discusses d i r e c t l y the t h r e a t s of the unaccustomed freedom 
which i t brought: 
PeBOjnouHH, pyccKan peBojnou^iH, c MaKCHMajiH3MOM 
fleMOKpaTH3Ma BpeMeHHoro n p a B H T e r i b c T B a , ocBo6offHJia 
apt-aco O T npHHysfleHHH. B apMHH He o c T a n o c b saKOHOB, 
He o c x a n o c b flasce npaBHJi.105 
The P r o v i s i o n a l Government was n o t only insecure, i t was also 
i n e f f e c t u a l . Shklovsky r e f e r s t o t h i s when speaking of Kerensky's 
la c k of energy: 'JKHflKHik oroHb pasjmToro cimpTa, croparcmero, He 
ycneBan sa&enh nepeBo, KOTopoe O H OOJIHJI ... ,^^„ The i n e f f i c a c y of 
Kerensky and h i s colleagues i s perhaps suggested i n Egipetskaya marka 
i n the passage concerned w i t h the deaf-mutes ( I I , p. 2 3 ) , which gives 
one o f two extended references t o an organised group. They are heading 
f o r a very o f f i c i a l d e s t i n a t i o n - through the General S t a f f Arch t o 
Dvortsovaya ploshchad'. Their conversation i s depicted i n terms of 
t h e i r movements and i t f i n a l l y succumbs to confusion: 'CTapocTa B 
THese nepenyTan B O O npjEKy', I n choosing the image of the deaf-mute 
Mandelstam p o i n t s t o the d i f f i c u l t y i n communication and a c t i o n which 
was c h a r a c t e r i s t i c of the P r o v i s i o n a l Government. There i s something 
q u i t e u n r e a l about the a c t i o n s o f the deaf-mutes, j u s t as the a c t i v i t y 
of the P r o v i s i o n a l Government seemed u n r e a l . When calm p r e v a i l s i n 
- 122 -
the deaf-mutes' conversation even the c a r r i e r pigeons v?hich they 
release (a t o p i c a l d e t a i l - these were an important means of communic-
a t i o n d u r i n g the years of r e v o l u t i o n and war) are merely imaginary 
ones. I n i t s i n e f f i c a c y and i n a b i l i t y t o communicate the P r o v i s i o n a l 
Government was no less remote than t h a t of the Tsars: '.«. SBOHHJI 
n p a B H T a j i B C T B y - H C i e 3 H y B m e M y , ycHVBmeMy, K&K o icyHb, rocyflapcTBy' 
( I I , p. 20). 
Another set of h i s t o r i c a l l y noteworthy p r o t a g o n i s t s r e f e r r e d to 
i n Egipetskaya marka are the Cossacks, who appear n o t i n t h e i r t r a d -
i t i o n a l l y pugnacious c a p a c i t y , but as singers ( I I , p. 40). From the 
e i g h t e e n t h century u n t i l the overthrow of Nicholas I I , these were the 
men who had t r a d i t i o n a l l y played a prominent p a r t i n Russia's e x t e r n a l 
campaigns, being given land by way of reward. I n 1905 they helped t o 
crush the r e v o l u t i o n , but i n February 1917 t h e i r r o l e was somewhat 
ambiguous. This i s apparent i n Egipetskaya marka i n the c o n t r a s t b e t -
ween what the reader might expect (a d e s c r i p t i o n of f i g h t i n g men) 
and the method i n f a c t employed (a d e p i c t i o n of a group of s i n g e r s ) . 
I n 1917 the Cossacks refused t o back the p o l i c e and even defended the 
crowds from the attacks of the mounted p o l i c e (known - r a t h e r 
a p p r o p r i a t e l y t o Egipetskaya marka - as 'pharaohs'^^^). Furthermore, 
the Soviet formed on February 29th d i d n o t f e e l e n t i r e l y c o n f i d e n t of 
108 
Cossack support . According t o Shklovsky the Cossacks d i d indeed 
abandon t h e i r t r a d i t i o n a l r o l e i n 1917s 
. . . OTpHflhi Ka3aKOB, BbicjiaHHue Ha yjiKuy, HHKOTO ne T p c r a H , 
e3AHJiH Ao6poflyraHO nocMeHBaHCb ... Ha 3HaMeHCKoft miomaflH 
Kasax V6HJI npHCTaBa, K O T O P M H yflapmi mamKoft fleMOHCTpaHTKy. 
There i s nothing i n Egipetskaya marka which c e l e b r a t e s , according t o 
the t r a d i t i o n o f Gogol (Taras Bul'ba) and T o l s t o y ( K a z a k i ) , the 
p h y s i c a l s t r e n g t h and the m i l i t a r y prowess of the Cossacks. Nor i s 
there any d i r e c t i n d i c a t i o n of the p o t e n t i a l h o s t i l i t y which these men 
must s u r e l y have embodied f o r Mandelstam, w i t h t h e i r m i l i t a r y 
mercenary background. Mandelstam d i d n o t , however, confine h i s 
a l l u s i o n s to the Cossacks e n t i r e l y t o the passage on t h e i r peaceable 
a c t i v i t i e s . There i s i n Egipetskaya marka a reference to a w r i t e r 
who was aware of both the p h y s i c a l a t t r a c t i v e n e s s of the Cossacks and 
of t h e i r dangerously aggressive natures. This was a w r i t e r whom, 
according to Anna Akhmatova, Mandelstam much a d m i r e d ^ " ' B O T Ea6ejii>: 
J I H C H H nofl6opoflOK H JianKH OMKOB' ( I I , p. 21). This i s Isaac Babel, 
bespectacled i n t e l l e c t u a l and, l i k e Mandelstam, a Jew - t r a d i t i o n a l l y 
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despised by the Cossacks. Despite the f a c t t h a t the reference t o 
Babel and the one t o the Cossacks are w e l l separated i n Egipetskaya 
marka, i t i s s i g n i f i c a n t t h a t both are mentioned. Their mutual 
r e l a t i o n s h i p i s not s t a t e d , b u t i t s i m p l i c a t i o n should be grasped, f o r 
i t i s the only h i n t which Mandelstam gives as t o the Cossacks' 
p o t e n t i a l h o s t i l i t y . Once again there i s an example here o f Mandelstam' 
i n t e r v e n i n g experience i n f l u e n c i n g h i s r e p r e s e n t a t i o n of an h i s t o r i c a l 
event. Mandelstam was doubtless acquainted w i t h Babel's Konarmiya, 
s t o r i e s from which were published as e a r l y as 1923. This work deals 
w i t h the Cossacks' p a r t i n the C i v i l War (a p e r i o d whose v i o l e n c e and 
l a c k of respect f o r l i f e had been a l l too f a m i l i a r t o Mandelstam -
see above Chapter One, s e c t i o n ( i i i ) ( c ) ) and w i t h t h e i r h a t r e d f o r 
the Jewish i n t e l l e c t u a l , who was symbolised f o r them by h i s spectacles 
- the very image by which Babel i s c h a r a c t e r i s e d i n Egipetskaya marka^^ 
Mandelstam's h i n t s as t o the h o s t i l i t y of the Cossacks are even more 
oblique than h i s suggestions of the dangerous nature of the Kerensky 
summer. 
The f i n a l group t o appear i n Egipetskaya marka are the Aysors 
(another name f o r the A s s y r i a n s ) . Mandelstam has chosen a very 
p e r i p h e r a l group here; i t i s c e r t a i n l y not one t h a t r e a d i l y springs t o 
mind when cons i d e r i n g the events of 1917. The reference t o these 
people i s e l l i p t i c a l : 'Ho yxe BOjiHOBarmcb aftcopM-tmcTHjibiiCHKH canor ..' 
( I I , p. 15). Mandelstam assumes t h a t the reader i s p e r f e c t l y f a m i l i a r 
w i t h the sad t a l e of t h i s group, and t h e r e f o r e t h a t an a l l u s i o n t o them 
w i l l complement Egipetskaya marka's atmosphere of chaos. The Aysors 
were i n f a c t a semitic-speaking people and a N e s t o r i a n C h r i s t i a n sect. 
During the F i r s t World War they s u f f e r e d very great losses through 
massacre by t h e i r t r a d i t i o n a l enemies, the Kurds, a f t e r which the 
s u r v i v o r s f l e d t o both I r a q and Russia. Shklovsky spares no d e t a i l i n 
the d e p i c t i o n of the Aysors' f a t e . I n a d d i t i o n t o a d e s c r i p t i o n of 
the massacre and subsequent f l i g h t he mentions an occupation taken up 
by the refugees i n s i d e Russia - t h a t of shoe-shining: 
Bw noMHHTe MajieHbKHx jnofleft, KOTopue CI IAJIT B P O C C H H Ha 
yrji a x c meTxaMH? ... flpeBHH OHH KaK 6yjibiacHHKH MOCTOBoii; 
9TO aficopu -r ropHbie accHpHHU,w ... H T O T flpyroii, HTO 
C H A H T na y r j i y HeBCKoro H MopcKofi, npoTiiB flOMa HcKyccTB 
H TopryeT ryTannHOM, Toxce ymen, ymen cmibHO paHeHHM. 112 
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( i v ) Treatment of the r e v o l u t i o n a r y s e t t i n g i n Egipetskaya marka: 
everyday c o n d i t i o n s 
The emphasis on the banal o b j e c t s and c o n d i t i o n s of everyday 
l i f e i s important i n Mandelstam's a p p r a i s a l of l i f e i n general. He 
does not discuss d i r e c t l y the f e e l i n g s aroused i n him by events, but 
focuses h i s a t t e n t i o n on those o b j e c t s which i n s p i r e h i s f e e l i n g s . 
Nadezhda Yakovievna explains t h a t t h i s approach was p a r t of h i s 
general outlook on l i f e : 
. . . flaace B nosceAHeBHOH JKHSHH OH pep,KO roBOpmi o ce6e HJIH 
o C B O H X MyBCTBax H omymerainx. OH npeAnoqirraji T O B O P H T B o 
T O M , U T O BHSBajio 3T H ^yBCTBa. B ero BoenpHHTHH TeKymero 
MOMeHTa rj iaBHyio pojib Hrpan He rummm MOMeHT, a C O O H T H H H 
npeflMeTH BHenmero MHpa. 3TO OTpasajiocb flame Ha T O M, Kaic 
OH roBopnji o MejiKo6biTOBbix Bentax: ne cnnHa B O J I H T, oTToro 
MTO nnoxoH MaTpan,, a 'xasceTCH nonHyjia npy^HHa, Ha^o 6t>i 
nOWHHHTb'... 
(N.Ya. I I , pp. 270-1) 
S i m i l a r l y , Mandelstam does not so much discuss the p o l i t i c a l or 
h i s t o r i c a l nature of an event as convey the atmosphere created by the 
c o n d i t i o n s ensuing from i t . For example i n 'Batum' and 'Feodosiya' 
he a l l u d e s to f o r e i g n i n t e r v e n t i o n and f o r e i g n a i d d u r i n g the C i v i l 
War i n terms of the m a t e r i a l goods su p p l i e d by the f o r e i g n powers: 
... npHHTHbie TypKH, npoflaromHe TpaAnm*oHHbiH jiaBam H3 
o i e H i I H C T O H H npecHOH aMepHKaHCKoft raneHHiyj. 
('Batum', I I I , p. 11) 
... rpeMH noflKOBaMH anrraiHCKHx S O T H H O K, npoiiAeT 
sanosflanan lOHKepcxaH poTa ... 
('Feodosiya', I I , p. 112) 
Perhaps the passing reference to 'American' laced shoes i n Egipetskaya 
marka ( I I , p. 34) i s also a reference t o such a i d . 
(a) The concept of r e v o l u t i o n i n everyday terms 
The concept of r e v o l u t i o n i s not represented as a dynamic f o r c e 
i n Egipetskaya marka: Mandelstam r i d s i t o f any romantic a t t r i b u t e s by 
t y i n g i t f i r m l y t o everyday l i f e . This he achieves p a r t l y through the 
seasonal s e t t i n g o f the work. He cannot symbolise the r e v o l u t i o n as a 
mighty snowstorm, as d i d Blok i n Dvenadtsat' (a work which Mandelstam 
valued as a powerful 'chastushka', a p a r t of f o l k l o r e - 'Barsuch'ya 
nora', I I , p. 274)j instead he d e p i c t s i t against the u n a t t r a c t i v e 
slush and mud of a Petersburg s p r i n g ( I I , p. 10). The months 
f o l l o w i n g the February r e v o l u t i o n provided a s u i t a b l y ' f l u i d ' c l i m a t i c 
background f o r the d e p i c t i o n of a p e r i o d of t r a n s i t i o n and u n c e r t a i n t y , 
w i t h the m e l t i n g snow and i c e . Mandelstam must have been s t r u c k by the 
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f a c t t h a t major h i s t o r i c a l events tended t o occur i n the e a r l y months 
of the year. The 1905 r e v o l u t i o n and Pushkin's c a t a s t r o p h i c death i n 
1837 both occurred i n the month of January, when the seasonal c l i m a t e 
provided an a p p r o p r i a t e l y c o l d and u n i n v i t i n g background. He depi c t s 
both events i n much the same imagery; 
H H K T O He cnhmian, KBK npo3Byian B MOPO3HOM HHBapcKOM 
B O S A y x e nocjieflHHfi POJKOK HMnepaTopcKOH P O C C H H . . . 
('Krovavaya m i s t e r i y a 9-go yanvarya, I I I , p. 130) 
compare 
HoHbw nono3KHjm c o j i m j e B rpo6, H B HHBapcKyw CTyjKy n p o c K p u n e j i H 
noj iosbJ i c a n e i i . . . 
('Pushkin i Skryabin', I I , p. 313) 
Imagery of f i r e and flame, a t r a d i t i o n a l f e a t u r e i n d e p i c t i o n s 
o f r e v o l u t i o n , i s present i n Egipetskaya marka i n d i s t i n c t l y 
undramatic, unromantic terms. F i r e was a very r e a l weapon of the 
r e v o l u t i o n a r i e s (as had been p r e d i c t e d by Shigalyov i n Dostoevsky's 
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Besy ) . I t passed i n t o the r e v o l u t i o n a r y slogans of 1917 as an 
image i m p l y i n g f o r c e and energy: 'M H P O B O H noacap pa3flyeM/MHpoBOH noacap 
B K P O B H . . . ? ^ ^ I n Blok's work f i r e i s given a s i m i l a r l y p o s i t i v e 
i d e a l i s t i c purpose: 'H B O T aa^a^a p y c c K O H KyubTypbi - HanpaBHTb S T O T 
o r o H b Ha T O , HTO HVJKHO cxe^b ... qTo6bi cropena x H T p a a , jienHBan pa6cicaH 
noxoTb'^"^^. I n Shklovsky's work f i r e becomes a l e i t m o t i f which p o i n t s 
t o the dangerous energy i n h e r e n t i n the s i t u a t i o n of Revolution and C i v i l 
war: 'Rossiya g o r i t ' ^ ^ . I n Egipetskaya marka, however, f i r e a p p e a r s 
only i n connection w i t h the heat of Bosio's f i n a l i l l n e s s , i n the 
unsuccessful a c t i v i t i e s of the f i r e - b r i g a d e , and i n the phrase 
'noxapw H K H H T H - 3T O xopoino' ( I I , p. 35 - i n terms of everyday 
c o n d i t i o n s t h i s i n e v i t a b l y b r i n g s t o mind the p r a c t i c e of burning 
books, ne c e s s i t a t e d d u r i n g the years of upheaval by the s c a r c i t y o f 
more s u i t a b l e f u e l ^ ^ ' ' ) , 
Mandelstam's c l o s e s t approach t o a d i r e c t r e p r e s e n t a t i o n of 
r e v o l u t i o n i n Egipetskaya marka i s t o be found i n the passage on 
musical n o t a t i o n : ' H o T H a a CTpaHHUja - S T O peBojiwuiiH B C T 3 P H H H O M 
HeMeu,KOM ropofle' ( I I , p. 24). But t h i s h i g h l y i m a g i n a t i v e d e p i c t i o n 
i s a f a r cry from any r o m a n t i c a l l y musical evocations of r e v o l u t i o n , 
or indeed from any r e p r e s e n t a t i o n of r e v o l u t i o n i n musical slogans. 
Mandelstam's musical imagery provides a strange and ch a o t i c w o r l d of 
chess p l a y e r s , s t a r l i n g s and t u r t l e s , where a s t r a n g e l y confused 
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f i r e - b r i g a d e , operates ('... B O J I O K V T T y^a H oo'paTHo nonapHyjo jiecTHHuy' 
I I , p. 24) and where music i s described through the very homely image 
of washing hanging out t o dry. 
(b) D i s r u p t i o n o f l i v i n g c o n d i t i o n s : t r a n s p o r t and food supply 
I t i s i n the preoccupation w i t h everyday c o n d i t i o n s t h a t the most 
prominent and the most e f f e c t i v e treatment of 1917 l i e s . At times 
Mandelstam's d e f i n i t i o n o f the p e r i o d i n such terms can be almost 
humorous i n i t s bathos and euphemism: 'To 6HJIO CTpanmoe BpeMH: 
nopTHwe OT6npanH B H S H T K H , a npaiKH rnyrmjiHCb Haa MonoflbMH JIKJABMH, 
noTepHBmHMH 3anncKy' ( I I , p. 15)* Behind the humour l u r k s consider-
able t h r e a t . A d e c l i n e i n the standard of craftsmanship acts as a 
f i r s t s i g n o f s o c i e t y ' s degeneration i n Egipetskaya marka. The 
s l o v e n l y t a i l o r ' s badly-made j a c k e t i s a c h a r a c t e r i s t i c f e a t u r e o f 
Mandelstam's contemporary comment.in t h i s area. I t occurs i n 
Egipetskaya marka: '... H Tonopupumcb s KaK KpoBanbHoe wejie3o, 
BOCKpecHbie nHflxaKH M V ^ H H ' ( I I , p. 31) and also i n the review 'Kukla 
s m i l l i o n a m i ' , which was almost contemporary w i t h Egipetskaya marka: 
"... a MM KaK BeraajiKH IIHJIHM Ha ce6n roTOByio CTaHnapTHyw o f l e x e H x y -
6ea npHMepKH - B nneiax TonopmjiTCH, B npofiMax XMeT' ( I I I , p. 115). 
I n g e n e r a l , o b j e c t s i n Egipetskaya marka do n o t f u n c t i o n as they might 
be expected t o . The l i f t s are out of order and the trams d i s p l a y 
f r i g h t e n i n g l y ambiguous behaviour: '... TaM Menyxa, BecTpaMBaiiHaH 
nnymb, TpaMBan ace na KaMeHHoocTpoBCKOM p a s B H B a w T HecjaixaHHyio 
CKopocTb' ( I I , p. 14) . The f i r s t statement t h a t the c i t y i s tramless 
i s sustained by the second, where the a d j e c t i v e 'neslykhannyy' i m p l i e s 
an u n r e a l , f a i r y t a l e speed, and accords w i t h the u n r e a l , u n b e l i e v a b l y 
light-headed atmosphere which c h a r a c t e r i s e s the Kamennoostrovskiy 
prospekt. The lack o f trams d u r i n g the r e v o l u t i o n a r y p e r i o d was an 
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h i s t o r i c a l f a c t , as can be seen from Blok's eW^ entries «, I n 
Sentimental'noe puteshestvie Shklovsky describes how the la c k of trams 
l e d t o the i n v e n t i o n of make-believe s t o r i e s about them: 'Ha 
TpaMBaiiHbie TeMw co3AaBancH cneuKanbHbiH 4>ojn>KJiop, xcajiKHH H xapaKTepHbiii' ^  
The disappearance of the trams was due p a r t l y t o the di s o r d e r caused 
by r e v o l u t i o n a r y events and p a r t l y t o the v i o l e n c e i n v o l v e d i n those 
events: 
Tonbico npocTpeneHHbiM Ha y r j i y rpe6eu,KOH H IIvniKapcKOH 
ocTancH TpaMBaHHbm CTOJTG . . . E C J I H BH He B e p H T e , 1TO 
pesojiiouHK 6bina, TO nofmeTe H BJioacHTe p y K y B p a H y , 
OHa ncipoKa, CTOJI6 npo6nT Tpex-fflOHMOBMM cHapHflOM.- 1 -^ 0 
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Mandelstam's a l l u s i o n s t o any damage s u f f e r e d by Petersburg trams 
are f a r less d i r e c t than Shklovsky's. They appear i n a negated 
comparison which includes mention of the r e p a i r of tram poles 
( I I , p. 18) and f e a t u r e subsequently i n Parnok's impressions as he 
wanders round the c i t y . I n the l a t t e r case a blow t o r c h again 
suggests r e p a i r work, although t h i s i s w e l l concealed by the 
ima g i n a t i v e language: ' O H cjiymaji JKyaoKaime najuit>HHx c B e*i, 
npuSjiHJKaiomHx K pejibcaM TpaMBan ocjiennTejibHo-Sejiyio MoxHaTyro poay' 
( I I , p. 36). For Mandelstam the disappearance of trams s i g n i f i e d 
a s t a t e of d i s o r d e r and chaos i n c i t y l i f e . The p o t e n t i a l t h r e a t 
of such chaos i s conveyed i n a phrase from 'Chetvyortaya proza', 
where Mandelstam i s d e s c r i b i n g a member of the 'Li g h t Cavalry' 
who came t o i n t e r f e r e i n h i s a f f a i r s : 'jJeByniKa-xpoMOHoacka npHmna 
K HaM c yimnbi, AJIHHHOH, xax 6ecTpaMBaHHaa HO«b' ( I I , p. 179). 
The f u n c t i o n i n g of trams seems t o have played a prominent p a r t i n 
Mandelstam's assessment of contemporary c l i m a t e s . When he a c t u a l l y 
wrote Egipetskaya marka the trams were i n o p e r a t i o n again, but 
t h i s i n t u r n had a negative i n f l u e n c e : 'B caMOM naqane TpHfluai'bix 
roflOB MaHflenbmTaM cKa3an ... "HaM KasceTCH, trro Bee SjiaronojryiHO, 
TOjibKO noTOMy, * ITO xoflftT TpaMBan"' (N.Ya. I I , p. 213). 
The food supply was very much d i s r u p t e d d u r i n g the r e v o l u t i o n -
ary p e r i o d and t h i s i s r e f l e c t e d i n d i r e c t l y i n Egipetskaya marka. 
Here no-one ever a c t u a l l y partakes of any nourishment - i t i s no 
m o r e than an i l l u s i o n . A l l u s i o n s t o food and d r i n k occur c h i e f l y 
a t times of c r i s i s (see above, p. 58): i n the laundry scene the 
c o f f e e which Father Bruni has somehow managed t o o b t a i n i r r i t a t e s 
the o l f a c t o r y senses of the laundress, and probably does l i t t l e t o 
a i d Parnok's chances of recovering h i s s h i r t : 'JKapeHHii MOKKO . . . 
meKOTan H O S A P H pa3bHpeHHOH MaTpoHbi' ( I I , p. 15). (The verb 
' s h c h e k o t a t " o f t e n has the f o r c e of ' t o i r r i t a t e ' i n 
Mandelstam's l e x i c o n - f o r example I , no. 127, stanza 3, 
Puteshestvie v Armeniyu, I I , p. 176). Shklovsky describes the 
s t a p l e d i e t of the time i n the f o l l o w i n g way: 'Y T P O M mum Ko4>e 
H3 pjm ... Ha ymnje me npoflaBanH pacairae jieneniKH. E J I H OBCHHVIO 
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noxjieGKy' . The only reference t o be found t o such substances 
i n Egipetskaya marka i s i n the d e s c r i p t i o n of the Petersburg 
cabby: '... co CBOHM . . . OBCHHHM TOJIOCOM ( I I , p. 29) . Perhaps 
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t h e r e i s an a l l u s i o n here to the f a c t t h a t what were normally consid-
ered t o be animal f o o d s t u f f s now formed a major p a r t of the human 
d i e t ; the dehumanising e f f e c t i s c l e a r i n the case of the cabby, who 
i s f i r m l y i d e n t i f i e d w i t h h i s horse. Bread, a basic f o o d s t u f f i n 
normal times, was scarce i n 1 9 1 7 ; indeed the shortage of f l o u r (by 
mid-February there was only a ten-day supply l e f t ) was a prime f a c t o r 
i n the unrest among the masses. Shortage of bread continued through-
1 2 2 
out the Kerensky summer: 'C yTpa 3a6acroBajiH neicapH, H HeT xneSa' 
Mandelstam does not r e f e r d i r e c t l y to the shortage of bread, b ut merely 
i m p l i e s i t i n the l a s t chapter of Egipetskaya marka, where the only 
bread and baker t o appear are concerned r a t h e r w i t h a r t i s t i c c r e a t i o n 
than w i t h nourishment: "... H nana*!, oSbiKHOBeHHbift icana^, yace He 
CKpwBaeT O T Mere*, ^ T O OH saflyMaH neicapeM, KaK poccHHCKaH jinpa H S 
6e3rjiacHoro TecTa' ( I I , p. 40). 
( c ) D i s r u p t i o n o f law and order 
Mandelstam d i d not favour systems which were too r i g i d l y 
organised since they had a s t u l t i f y i n g e f f e c t - people no longer 
thought f o r themselves under such systems because i t was easier t o f i t 
i n w i t h the modes of thought and conduct already e s t a b l i s h e d . His 
avers i o n from r i g i d p a t t e r n s can be seen on an everyday l e v e l i n h i s 
a t t i t u d e t o the normal running of the trams (see above, p. 1 2 7 ) . I n 
'Chetvyortaya proza' he i m p l i e s ( w i t h b i t t e r i r o n y ) t h a t the e s t a b l i s h -
ment of o f f i c i a l channels through which complaints might be submitted 
i s a dangerous t h i n g : 
Torfla eme He 6HJIO Hneojiormi H HeicoMy bbino acanoBaTBCf l , 
eciiH Te6n K T O O S H A H T. Korjja H BocnoMHHaio TO C H P O T C T B O 
- Kax MM MorjiH Torna x H T t ! 
( I I , p. 1 8 5 ) 
On the other hand he d i d approve of systems whose o r g a n i s a t i o n was 
based on respect f o r the i n d i v i d u a l ('Utro akmeizma', I I , p. 3 2 3 ) . 
The r e v o l u t i o n a r y v i o l e n c e , d i s o r d e r and la c k of a u t h o r i t y which 
c h a r a c t e r i s e Egipetskaya marka's h i s t o r i c a l s e t t i n g c l e a r l y preclude 
such respect. I n t h i s work the i n d i v i d u a l , and i n p a r t i c u l a r the 
' l i t t l e man', i s oppressed but has no recourse t o any form of complaint: 
' M T O flenaTb? KoMy acanoBaTBcn?' ( I I , p. 2 6 ) . Parnok has as great a 
chance of c o n t a c t i n g the a u t h o r i t i e s as he has of reaching Persephone 
by telephone - the ' m i l i t s i y a ' should be informed of the v i o l e n c e the 
crowd i n t e n d t o i n f l i c t , but t h i s i s e v i d e n t l y impossible ( I I , pp. 1 8 - 1 9 ) . 
The r e v o l u t i o n ' s d i s r u p t i v e e f f e c t on law and order i n t u r n i n f l u e n c e d 
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people's moral outlook. Human l i f e i s considered q u i t e worthless by 
the crowd of Egipetskaya marka. Shklovsky gives a concise p i c t u r e o f 
t h i s most d i s t u r b i n g s i t u a t i o n ; 
Ha TaKyio we myray, Kaic peKBH3HuiiH cnupTa, T.e. Boo6rae 
Ha nojiyrpaGesc, roTOBbi 6buiH noHTH Bce.123 
Boo6me 3TO 6btno BpeMH BJiacni Ha MecTax ... 
Kaxcn,oro ydHBanH Ha MecTe. 
Ha I l e T p o r p a f l C K o f t cTopoHe B nacra yKpan ManbHHK-
KpacHoapMeeu y TOBapHma canora. 
Ero noHManH H npncyflnnH K paccTpeny ... 
JIwflH, KOTOpHe S T O c f le j ia j i i i 6e3 B C H K O T O 03 ,no6jieHHfl, 
6bum CTpamHbi H CBoeBpeMeHbi PJIH P O C C H H . 
OHH npoflojiacajra JIHKHIO caMOcyp;oB, T e x c a M O c y n p B , K o r f l a 
S p o c a j i H B OoHTamcy BOPOB.124 
The p r i n c i p a l event i n the s t o r y of Parnok i s e v i d e n t l y a r e f l e c t i o n 
of such t h i e v i n g and l y n c h i n g . I n Mandelstam's r e p r e s e n t a t i o n the 
l y n c h i n g has a l l the a t t r i b u t e s of ceremony and r i t u a l ( I I , pp. 16-18). 
I t has a r i g i d l y e s t a b l i s h e d mode of conduct and d i s p l a y s a l l the 
firmness of purpose which the a u t h o r i t i e s lacked. I n general human 
terms the p i c t u r e i s obviously a d i s t u r b i n g one, but when considered 
i n the l i g h t of Mandelstam's p a r t i c u l a r s i t u a t i o n i t i s p o s i t i v e l y 
c h i l l i n g . The p o s i t i o n o f the v i c t i m s u b j e c t t o the crowd's crude 
j u s t i c e c l e a r l y resembles t h a t o f the w r i t e r surrounded by Pa r t y hacks 
i n t e n t upon h i s d e s t r u c t i o n . To a c e r t a i n e x t e n t here Mandelstam 
p r e d i c t s the 'Dreyfus' a f f a i r , which d i d not r e a l l y come i n t o being 
u n t i l Zaslavsky's o d i o u s l y s a r c a s t i c a r t i c l e appeared i n L i t e r a t u r n a y a 
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gazeta i n May 1929 - more than a year a f t e r Egipetskaya marka had 
been completed. I t i s i n t e r e s t i n g t o note t h a t i t was the p r a c t i c e 
of the ly n c h i n g brigades which sprang t o Gorky's mind when he wrote 
"0 potere e n e r g i y t * i n defence of Boris P i l n y a k d u r i n g the s i n g u l a r l y 
v i c i o u s campaign launched against him i n L i t e r a t u r n a y a gazeta 
126 — — — — ^ — — — — — — 
d u r i n g the summer of 1929 . Although Gorky's remarks on the 
'pinnacles of fame' do not apply t o Mandelstam, the image of the 
l y n c h i n g mob demonstrates the col d inhumanity which so w o r r i e d 
Mandelstam and which he s u f f e r e d d u r i n g the 'Dreyfus' a f f a i r . 
Gorky's l a s t sentence d e p i c t s an i n s t i n c t which had s t r u c k Mandelstam 
s i x years e a r l i e r when he had t r a n s l a t e d B a r b i er's ' L a Curee': 
° - ° y Hac o6pa30Banacb flypauKaH npHBHHica BTacKHBaTt Jiraneit 
Ha KOjioKojibHBH) cj iasbi H Mepes HexoTopoe BpeMH c6pacwBaTb 
H X OTTyfla B n p a x , B rpH3t. He C T a H y npHBOflHTb npuMepoB 
CTOjib Her i enoro H x e c T O K o r o odpameHHH c MenoBeKOM . . . MHe 
OHH HanoMHHaioT cu.enbi ' c a M o c y f l a ' B 17-18 r r . - no3opHeHmHe 
flpaMM, aBTOpaMH KOTOpblX HBJIHJIHCb oSblBaTejTH. H BOT 3TH 
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o6biBaTenbCKHe MemancKHe B&nbm TpaBJiH ^exroBBKa secbMa 
HafloefljiHBO HanoMHHawrcK Kaxcflbiii pas, Korfla BHAHHIII, KaK 
O X O T H O H cjiaflocTpacTHO SpocaioTCH Ha offHoro ...127 
The passage on the l y n c h i n g mob i s the most d i r e c t and the most 
d e t a i l e d of a l l the h i s t o r i c a l a l l u s i o n s i n Egipetskaya marka and i s 
t h e r e f o r e of considerable s i g n i f i c a n c e . The Kerensky summer provided 
Mandelstam w i t h a s u i t a b l y confused and disordered s e t t i n g f o r a work 
i n which he s e t out to sLate the reasons f o r h i s confusion and l a c k 
of confidence. At the same time t h i s p a r t i c u l a r h i s t o r i c a l s e t t i n g 
allowed Mandelstam t o h i g h l i g h t the one f e a t u r e i n human conduct 
which h o r r i f i e d him more than any o t h e r , and which he e v i d e n t l y saw 
t o have been f o s t e r e d by the r e v o l u t i o n a r y summer of 1917: the t o t a l 
l a c k o f respect f o r i n d i v i d u a l human l i f e . And i t was t h i s f e a t u r e 





The Treatment o f A r t Themes i n Egipetskaya .marka 
( i ) Background t o the treatment of a r t forms 
Mandelstam 1s views on the ninet e e n t h century, as discussed 
above (see Chapter One, s e c t i o n ( v ) ) s form the background t o the 
treatment of v a r i o u s a r t forms i n Egipetskaya marka - music, p a i n t -
i n g , p o e t r y , nance and t h e a t r e . The f e a t u r e common t o the 
ni n e t e e n t h century and the r e v o l u t i o n a r y year i n which Egipetskaya 
marka i s set i s t o be found i n the a r t i c l e 'Slovo i k u l ' t u r a ' : 
OTfleneHHe KyjibTypw O T rocyflapcTBa - HaH6o.nee 3Ha^HTanbHoe 
coSbiTHe nameft peEo.mou.HH ... TocyflapcTBO Hbrae npOHBJIHeT K 
K y j i b T y p e T O C B o e o 6 p a 3 H o e OTHomeHHe, KOTOpoe j i y n i i e B c e r o 
nepeflaeT TepMHH TepnHMOCTb . .. 
( I I , p. 223) 
Here i s the a t t i t u d e l e a d i n g t o the nature of a r t depicted i n 
Egipetskaya marka; a t o l e r a t i o n of a r t , a separation from i t , r a t h e r 
than an acknowledgement of i t as a n e c e s s a r y p a r t of l i f e . The 
i n f l u e n c e o f the 'Stary znakomets' Konstantin Leontiev, who appears 
i n Shum vremeni ( I I , p . 102), i s indeed i n evidence here. Leontiev 
c o n s i d e r e d a e s t h e t i c s t o be the best measure by which t o judge the 
c o n d i t i o n s of h i s t o r y and l i f e , and h i s assessment of the s i t u a t i o n 
i n 1891 was one which must s u r e l y have s t r u c k a chord i n Mandelstam.: 
Ho yBbil . . . B rua3ax MHorax BecbMa cepbe3Hbix , ... BecbMa 
BMCOKO B r o c y n a p c T a e n o c T a B J i e m a i x JIJOAGH, c n o B a ' X V A O J E H H K ' , 
' 3 C T C T H K ' . . . POHHIOT npaKTHHeCKVM B,eHHOCTb MblCJICH. Hhl 
n p e f l c r a E j i H e T C H s e e S T O ceiiHac *ieM-TO Bpofle H3,miinecTBa, 
pociconni . . . OHH He M o r y T n o n s i T b , ^ T O TOJIBKO T E M H 
r o c y n a p c T B e H H Q C T h o-uibHa ... rfle . . . BHAHM3H 3CTeTHica 
5KH3HH e C T b np i I3KaK . . . TBOp^eCKOH CHJIbI.128 
This a t t i t u d e i s very much present i n Egipetskaya marka, a work i n 
which the chara c t e r s , i n a d d i t i o n to p l a y i n g a r o l e i n the t a l e of 
Parnok's misadventures, also represent a c e r t a i n a t t i t u d e towards a r t 
I n s e n s i t i v i t y towards a r t i s epitomised i n the f i g u r e of the d e n t i s t s 
whose h i g h l y s u s p i c i o u s m e r i t s are defined as a. love of a r t , broad 
h o r i z o n s and an 'ideynuyu t e r p i m o s t ' ' . The deadly e f f e c t of t h i s 
'omnitolerance* can be seen from the f a c t t h a t i t i s no longer 
poetry b u t t h e i r snake-like d r i l l which attacks the sky ( I I , p . 15, 
compare 'Utro akmeizma', I I , p . 323: only ' p o l e z n o s t 1 ' and 
'neobkhodimost'' are c o n s i d e r e d to be>of importance i n c r e a t i v i t y now 
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as Mandelr.tam was t o p o i n t out i n 'Yunost' Gete', I I I , p. 78). 
(a) The t i t l e 
The t i t l e shows the i n f l u e n c e of the ni n e t e e n t h century and 
immediately e s t a b l i s h e s an unfavourable tone by s e t t i n g the work 
f i r m l y i n the o r i e n t a l sphere, which Mandelstam considered t o be so 
h o s t i l e t o human beings. Egypt and Babylon are s p e c i f i e d i n h i s work 
as s o c i e t i e s i n which t h e warmth of human f e e l i n g s d i d n o t e x i s t , and 
the n i n e t e e n t h century i s blamed f o r r e - i n t r o d u c i n g t h e i r i n f l u e n c e 
('Devyatnadtsatyy vek'., I I , p. 280). I n the twenties Mandelstam 
began t o i d e n t i f y c e r t a i n trends i n a r t forms w i t h the c h a r a c t e r i s t i c s 
of the h o s t i l e Egyptian w o r l d . I n ' L i t e r a t u r n a y a Moskva' (1922) he 
discusses the work of Bely, Zamyatin, P i l n y a k and the Serapions i n 
terms of the b u i l d i n g of pyramids ( I I , pp. 333-334). Here Mandelstam's 
i n s i s t e n c e t h a t Bely's work i s impersonally ' a n t i s e p t i c ' and t h a t the 
Serapions' w r i t i n g s are the organised movement of a nameless mass 
accords w i t h h i s views on the inhuman nature of Egyptian s o c i e t y . 
S i m i l a r l y , i n h i s a r t i c l e s on t r a n s l a t i o n w r i t t e n i n 1929, the 
u n r e a l i s t i c , mass-produced language of t r a n s l a t e d works i s l i k e n e d t o 
py r a m i d - b u i l d i n g : 
. . . SeccMbicneHHoe , MOHyMeHTajibHO c H H T a K c m i e c i c o e nocTpoeHHe, 
KaK 6bl CHHT63 H KaDTOHHafl mipaMKfia 3TOrO CJIOBeCHOTO MHpa 
H S nanbe-M3inbe . . . 
('Zhak r o d i l s y a i umar 1, I I I , p. 57) 
MoHyMeHTajibHaH cepHH KJiaccHKOB ... - pa6oTa, no 
c y m e c T B y , geccMUCJieHHaa. 3TO - nHpat-nifla BO cnasy JIOJKHO 
nOHHTOH KVJIbTypbl . 
('0 perevodakh', I I , p. 435) 
The hallmark of such work i n both cases i s a senseless monumentality. 
I n the famous poem 'Notre Dame' ( I , no. 39) Mandelstam describes the 
g r e a t c a t h e d r a l as being composed of two elements: 'EraneTCKan Mom.B 
H xpHCTHaHCTBa po6ocTb'. The important p o i n t here was t h a t there was 
a balance between the two elements - n e i t h e r predominated. I n the 
case of the 'Egyptian' a l l u s i o n s of the t w e n t i e s , the humanising, 
C h r i s t i a n element has completely disappeared: the balance has been 
destroyed, and the inhuman, monumental power of Egypt predominates. 
I t i s i n Egipetskaya marka t h a t Mandelstam concentrates h i s a t t e n t i o n 
on the degenerating c o n d i t i o n of a r t created under such o r i e n t a l 
i n f l u e n c e s . 
The choice of Egypt as the f o c a l p o i n t of o r i e n t a l i n f l u e n c e s 
was perhaps connected w i t h Mandelstam's a s s o c i a t i o n w i t h t h i n g s 
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Egyptian through h i s acquaintance w i t h the E g y p t o l o g i s t S h i l e y k o , 
Akhmatova's second husband. However, i t i s most a p p r o p r i a t e t h a t a 
work w i t h t h i s t i t l e should be set i n Petersburg, where Mandelstam 
was surrounded by Egyptian i n f l u e n c e i n a r c h i t e c t u r a l terms: the 
Egyptian b r i d g e , the Egyptian gates l e a d i n g i n t o Tsarskoe Selo, 
Egyptian decorations as i n the palace a t Pavlovsk. These Egyptian 
phenomena were a r e s u l t of a nineteenth-century i n f l u e n c e - t h a t of 
Napoleon who, de s p i t e h i s enmity towards Russia, impressed the Russian 
people by the d a r i n g of h i s campaigns and, i n c i d e n t a l l y , i n f l u e n c e d 
them by h i s i n t e r e s t i n Egypt. Mandelstam, however, was 
very wary of the ' k u l ' t v e l i k i k h lyudey' and of the dangers i n h e r e n t 
i n the i d o l i s a t i o n o f famous and powerful people ('Zhan-Rishar Blokh', 
I I I , p. 85; Shum vremeni, I I , p. 55). His wariness was, o f course, 
t o prove t o be a l l too appr o p r i a t e i n the years which f o l l o w e d 
Egipetskaya marka. He was aware t h a t such ' i d o l s ' normally a t t a i n 
t h e i r p i n n a c l e of power at the expense of other people and t h i s was 
c e r t a i n l y t r u e i n the case of Napoleon. I t i s by l i k e n i n g Napoleon 
to an Egyptian t y r a n t , making use of others t o achieve h i s own ends, 
t h a t Barbier demonstrates Napoleon's r u t h l e s s n e s s , i n a s e c t i o n o f 
' L ' l d o l e ' which Mandelstam d i d not t r a n s l a t e : ' I I aime q u i l u i f a i t 
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b a t i r des Pyramides,/Porter des p i e r r e s sur l e dos' . I t i s 
important to note t h a t i n the work of both Mandelstam and Barbi e r i t 
i s the pyramid - tomb f o r the dead-which represents the Egyptian 
i n f l u e n c e . Egyptian r e l i g i o n was very much concerned w i t h death, 
which was considered to be p a r t of the w e l l - o r d e r e d l i f e cared f o r by 
the gods, and i t i s the preoccupation w i t h death which l a r g e l y informs 
the Egyptian element i n the treatment of a r t i n Egipetskaya marka. I n 
t h i s the work f o l l o w s c l o s e l y i n the fo o t s t e p s of Bely's Peterburg, 
where the end of c u l t u r e i t s e l f i s depicted i n terms of Egypt and i t s 
pyramids: 
HHKonafi AnojuioHOBHi nposanHJicfl B ErnneT; B RBafluaTOM 
CTOjienoi O H npoBHjctHT - EraneT; K y n b T y p a , - T p y x j i H B a n 
rojioBa: B Heft Bee yMepjio ... on caM - nnpaMima, BepmHHa 
K y j i b T y p w , KOTopaf l - pyxHeT.130 
The Egyptian a s s o c i a t i o n w i t h death i s also reminiscent of V e l i m i r 
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Khlebnikov 1s Ka (1916) which e v i d e n t l y exerted some i n f l u e n c e on 
the Egyptian background of Egipetskaya marka, p a r t i c u l a r l y on the 
opening and c l o s i n g passages and on the main ch a r a c t e r . The Ka was 
i n f a c t the v i t a l s p i r i t w i t h i n man which he j o i n e d a t death. I f the 
dead l e f t t h e i r b u r i a l place i t was i n the form of Ba, an e a r t h l y 
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a p p a r i t i o n u s u a l l y r e p r e s e n t e d as a b i r d . The c h i e f c h a r a c t e r i s t i c s 
of Khlebnikov's Ka are h i s l i g h t - h e a r t e d n e s s and h i s ' b i r d - l i k e ' 
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d i s p o s i t i o n , * both f e a t u r e s d i s p l a y e d to some degree by Parnok 
( I I , pp. 14, 11 r e s p e c t i v e l y . I t should be observed too t h a t the 
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P e t e r s b u r g s t r e e t mentioned m Ka i s the Kamennoostrovskiy p r o s p e k t 
- Parnok's home). The opening of Khlebnikov's work, as t h a t of 
- 134 E g i p e t s k a y a marka d e a l s w i t h Time and dreams. Ka has complete 
power over t h e s e , and i t i s most i n t e r e s t i n g to note t h a t Khlebnikov 
d e s c r i b e s t h i s power i n terms of a domestic s e t t i n g - the r o c k i n g 
c h a i r of the c e n t u r i e s i n which Ka i n s t a l l s h i m s e l f . Here a g a i n 
t h e r e i s a c l e a r resemblance to the opening of E g i p e t s k a y a .marka, 
whose 'railyy E g i p e t veshchey' ( I I , p. 5) - the p o t e n t i a l p y r a m i d a l 
o b j e c t s - i s composed of domestic f u r n i t u r e . Khlebnikov h i m s e l f s t a t e d 
t h a t the p a r t i c u l a r E g y p t i a n f e a t u r e he wished to r e p r e s e n t i n Ka was 
the p e r i o d of Sun worship, when a t the command of Amenophis I V the sun 
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became the one d e i t y of the a n c i e n t temples. There i s perhaps a 
p a r a l l e l w i t h E g i p e t s k a y a marka here which c l o s e s w i t h a d e s c r i p t i o n 
i n which the sun p l a y s a dominant r o l e ( I I , p. 4 2 ) . The t i t l e of 
Mandelstam's work b r i n g s to mind too Pushkin's E g i p e t s k i e n o c h i , where 
the E g y p t i a n element a l s o i n v o l v e s death, the p r i c e s e t by Queen 
C l e o p a t r a upon her f a v o u r s . Pushkin's work s h a r e s another theme which 
i s v e r y much p a r t of E g i p e t s k a y a marka; m o n o l i t h i c or t y r a n n i c a l 
s o c i e t i e s u s u a l l y demand t h a t t h e i r more i m a g i n a t i v e members should 
put t h e i r t a l e n t s to the use of the s t a t e . Pushkin, whose freedom 
was so much r e s t r i c t e d by N i c h o l a s I , s t r o n g l y denies t h a t the a r t i s t 
can be d i c t a t e d to i n any way and a s s e r t s t h a t he should never be 
dependent on the f a v o u r s of anyone: 
Haunt no3Tbi He nojib3yK)TCH noKpoBHTej ibCTBOM rocnofl ... 
y Hac noaTbi He X O A K T nemKOM H3 flOMy B AOM, BbinpanuiBaji 
ce6e BcnoMCxeHHfl . . . n o s T caM H36npaeT n p e j j M e ™ pjia C B O H X 
n e c e H ; Tonna He HMeeT npaBa ynpaBUHTb ero B3floxHOBeHHeM.l-^ 
Mandelstam too f u l l y supported the view t h a t the poet must be 
independent: i f a poet adapts h i m s e l f to the d i c t a t e s of s o c i e t y , then 
t h a t s o c i e t y i s as good as w r i t i n g the poet's works ('Poet o sebe', 
I I , p. 2 1 7 ) . I n such a case the poet i s exposed to a k i n d of death -
t h a t of h i s c r e a t i v i t y . That Mandelstam i s surrounded by a r t i s t s and 
a r t forms who so adapt themselves to contemporary demands i s , as w i l l 
be seen r e p e a t e d l y below, a prominent f e a t u r e of E g i p e t s k a y a marka. 
The E g y p t i a n i n f l u e n c e expressed i n the t i t l e i s s u s t a i n e d 
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w i t h some i n s i s t e n c e i n E g i p e t s k a y a marka, although i t s presence i s 
not always b l a t a n t l y apparent. The 'hero', Parnok, has as h i s n i c k -
name the t i t l e i t s e l f ( I I , p. 1 9 ) ; here Mandelstam 1s work c o n t r a s t s 
w i t h Pushkin's E g i p e t s k i e n o c h i , f o r t h e r e i s nothing remotely 
romantic about t h i s E g y p t i a n element, w i t h i t s s t r i c t l y u t i l i t a r i a n 
i m p l i c a t i o n s . The remaining elements r e f l e c t i n g the E g y p t i a n 
influence, f a l l i n t o two c a t e g o r i e s : these which c o n t r i b u t e to t h e 
c r e a t i o n of an o r i e n t a l - not always s t r i c t l y E g y p t i a n - atmosphere 
( f o r a d i s c u s s i o n of these see Chapter S i x , s e c t i o n 3 ( i i i ) ) , and 
those which a r e connected w i t h the E g y p t i a n preoccupation w i t h death. 
The second group i s e s t a b l i s h e d v e r y e a r l y i n the work w i t h the 
i n t r o d u c t i o n of the 'milyy E g i p e t veshchey' ( I I , p. 5) which, o c c u r i n g 
i n c l o s e p r o x i m i t y to v a r i o u s d e a t h l y or f u n e r a r y elements 
('neudavsheesya b e s s m e r t i e ' , 'Khochesh' V a l g a l l u ' , 'Rogozhi ... kak 
r i z y ' , I I , p. 5 ) , suggests t h a t w e a l t h of everyday o b j e c t s w i t h which 
the E g y p t i a n tomb would be f i l l e d , and which the deceased would need 
i n the a f t e r l i f e . Amongst such o b j e c t s would be i n c l u d e d ointments 
and o i l s , whose e x i s t e n c e i s h i n t e d a t o b l i q u e l y i n the d e p i c t i o n of 
the b a r b e r ' s p r a c t i c e s - here the pyramid i s once more i n evi d e n c e : 
'..« Aepaa Hajo; ronoBOH IlapHOKa nHpaMHflanbHyio ^JHOJIB C TOIKca4>oHOM . . . ' 
( I I , p. 1 3 ) . The pyramid i s r e f e r r e d to again i n co n n e c t i o n w i t h 
f u n e r a r y a c t i v i t i e s i n the f o u r t h chapter of E g i p e t s k a y a marka, although 
i t s E g y p t i a n o r i g i n i s w e l l camouflaged h e r e : 'He AHHTOJIH <3>panca 
XOPOHHM B C T p a y c o B O M KaTa4>anKe, BMCOKOM Kaic T o n o j i B , KBK paaTbessaioraaH 
HO^bio niiparama #JIH noiHHKH TpaMBaiii&ix CTOJI6OB . . ( I I , p. 1 8 ) . 
An E g y p t i a n f u n e r a l r i t e connected not w i t h humans but w i t h 
animals i s a l s o r e f e r r e d t o , the animal i n q u e s t i o n being the c a t . 
A l l animals were c o n s i d e r e d to be p a r t of the d i v i n e order and the 
c a t was s a c r e d to the goddess B a s t e t and b u r i e d w i t h much pomp i n her 
h o l y ground. The bodies of these animals were f r e q u e n t l y mummified, 
and i t i s t h i s a s p e c t of the f u n e r a l r i t e which i s s t r o n g l y h i n t e d 
a t i n Mandelstam's d e s c r i p t i o n of the Kerensky summer: 'OflHo BpeMH 
Ka3anocb, I T O rpaxmaHe TaK H ocTaHyrcH HaBcerp;a, icaic K O T U C BaHTaMH* 
( I I , p. 1 5 ) . The c a t s would remain f i x e d i n t h e i r grotesque p o s i t i o n s 
(they a r e de p i c t e d as t a k i n g p a r t i n a c o t i l l o n i n E g i p e t s k a y a marka) 
f o r e v e r , l i k e the E g y p t i a n c a t s , whose p o s i t i o n must have seemed 
e q u a l l y grotesque to Mandelstam, p r e s e r v e d as they were f o r e v e r i n 
t h e i r d e a t h l y form. Connected w i t h these preoccupations i s a h i n t a t 
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Egyptian views of the a f t e r l i f e . Parnok's coat i s described as h i s 
'zemnaya obolochka' ( I I , p, 6 ) , which suggests the concept of the 
human body as merely a s h e l l from which the soul i s separated a f t e r 
death. Parnok's own resemblance t o the b i r d - l i k e 'ba r has been noted 
above, and i n a s i m i l a r way the animal f e a t u r e s d i s p l a y e d by s e v e r a l 
of the characters a l i g n them w i t h c e r t a i n Egyptian gods. The v u l t u r e s 
present i n Egipetskaya marka (II» p» 8) f o r example, were used i n 
Egypt i n the r e p r e s e n t a t i o n of c e r t a i n goddesses ( f o r example, Nekhbet 
of el-Kab) . The v i c i o u s crowd i n Egipetskaya marka i s described i n 
terms of i t s 'dog' ears ( I I , p. 17), p a r t i c u l a r l y a p p r o p r i a t e when i t 
i s considered t h a t Anubis, god of cemeteries, was also of a d o g - l i k e 
form.. 
Egypt i s represented i n Egipetskaya marka not only from the 
p o i n t of view of i t s ancient r e l i g i o n and mythology, b u t also i n i t s 
r o l e as the land of e x i l e of the Jewish n a t i o n . I t s appearance i n 
t h i s context i s i n an i n d i r e c t reference t o the t e n t h of the plagues 
i n f l i c t e d upon Egypt as punishment f o r her w i l f u l stubbornness i n not 
r e l e a s i n g the I s r a e l i t e s . The t e n t h plague was the death of a l l the 
f i r s t born, from which the C h i l d r e n of I s r a e l were spared by t h e i r 
p r e p a r a t i o n s f o r the Passover (from the Hebrew verb pasah, which 
includes the idea of sparing and p r o t e c t i o n ) - t h a t i s , by the 
smearing of lamb's blood on the l i n t e l and door-posts of each house, 
a s i g n t h a t the inmates t r u s t e d i n the Lord's promise (Exodus 12). 
I n Egipetskaya marka there i s no mention o f the Passover i t s e l f , but 
the emphasis i s on the Angel of Death, and the marking of the houses 
i s a s i g n not of p r o t e c t i o n , but of death. Here Mervis, the 
unscrupulous t a i l o r , i s a member of the deathly entourage: 'HeM—ro OH 
HanoMHiiaeT HJieHa noxopoHHoro SpaTCTBa, cnemamero B A O M, OTMe^eHHMH 
A3paK.noM, c npHHaftnejKHOCTHMH pHTyajia 1 ( I I , p. 33). The emphasis here 
i s c l e a r l y on punishment r a t h e r than sparing and t h i s accords w i t h 
the other deathly a s s o c i a t i o n s of Egypt and a l s o , i n c i d e n t a l l y , w i t h 
the f a c t t h a t c e r t a i n Egyptian gods are s t i l l present i n the work. 
This l a t t e r p o i n t c o n t r a s t s w i t h the promises made i n Exodus t h a t both 
the gods and the animals sacred t o them would be s t r u c k down: "... H 
nopaHcy BCHKoro nepBeHu,a B seMJie ErnneTCKoft, O T »ienoBeKa AO CKOTa, H 
H S A sceMH 6oraMH ErnneTCKHMH npoH3BeAy C V A ' (Exodus 12. 12), 
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(b) Epigraph 
The plague reference i s of f u r t h e r importance i n t h a t i t i s 
l i n k e d w i t h the epigraph of Egipetskaya marka. Whereas the t i t l e of 
the work, w i t h i t s Egyptian element, suggests a h o s t i l e and dea t h l y 
c o n d i t i o n which w i l l a f f e c t the treatment of a r t , the epigraph i s 
concerned w i t h the y e t more d i s t u r b i n g f a c t t h a t time i t s e l f - t h a t 
f o r c e w h i c h s t r u c t u r e s l i f e and i s one of the m a t e r i a l s of a r t i s t i c 
composition - i s i n a most p e r n i c i o u s s t a t e : 'He JIW6JUO cBepHyrbix 
pyKoraiceii. HHbie H3 HHX THKenw H npoMacjieHH BpeMeneM, naic Tpyoa 
apxaHreita' ( I I , p. 5 ) . Mandelstam's aversion f o r the w r i t i n g down 
and p r e s e r v a t i o n of manuscripts i s i n s i s t e n t l y depicted by Nadezhda 
Yakovlevna ( f o r example, N.Ya, I I , pp. 405, 534). I n the epigraph 
the manuscripts are p a r t i c u l a r l y r e p u l s i v e i n being 'greased', a 
f e a t u r e which Mandelstam seemed t o associate w i t h mechanical 
processes - the r a i l w a y i n Egipetskaya marka ( I I , p. 41), the p r i n t -
i n g process i n Puteshestvie v Armeniyu ( I I , p. 138). There i s more 
than a personal d i s l i k e a t issue i n the epigraph, however, f o r here 
Mandelstam i s i n f a c t r e f e r r i n g to the Book of R e v e l a t i o n , and i n 
p a r t i c u l a r t o the chapters of R e v e l a t i o n d e a l i n g w i t h the seven 
trumpets (Revelation 6-9). The eleventh chapter of R e v e l a t i o n i s 
concerned w i t h the advent of the Kingdom of God, and t h i s i s heralded 
( i n the same way as the Exodus) i n e a r l i e r chapters by a s e r i e s o f 
plagues on the ungodly. Just as the Egyptian theme was c a r r i e d through 
Egipetskaya marka t o create a s p e c i f i c atmosphere, so too are the 
references to Revelation. As i n the case of the references t o the 
Passover Mandelstam's emphasis i s most s i g n i f i c a n t here - once more 
i t l i e s f i r m l y on the negative aspects. He i s not concerned w i t h the 
coming of the Kingdom of God, bu t w i t h the t e r r i f y i n g s t a t e , w i t h a l l 
i t s cosmic d i s o r d e r s , which precedes the end. I n Egipetskaya marka h e 
r e f e r s to c e r t a i n plagues which f e a t u r e i n Revelation. I n the 
epigraph i t s e l f he suggests the p i c t u r e of the sky given by the 
f r i g h t e n i n g and ominous s i x t h s e a l : 
H ne6o ckptinocb, cBHBinHCb KELK C B H T O K ( R e v e l a t i o n 6. 14) 
compare 
He IIIOSJIIO CBepHyTbtx pyKOimceH ... ( I I , p. 41) 
Revelation's plague of darkness ( R e v e l a t i o n 8. 12,compare Exodus 10. 
21-23) i s h i n t e d a t i n Egipetskaya marka i n the image of the e c l i p s e 
( I I , p. 15). The plague of lo c u s t s ( R e v e l a t i o n 9. 1-12) makes two 
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appearances i n the work. On the f i r s t occasion Mandelstam d e p i c t s a 
crowd of human lo c u s t s ( I I , p. 20), which have the e f f e c t of b r i n g i n g 
darkness ( ' v y c h e r n i l a ' ) . as d i d the B i b l i c a l l o c u s t s (Exodus 10. 15). 
On the second he d e p i c t s another group of v i c i o u s i n s e c t s , ants 
( I I , p. 2 2 ), which i n t h e i r guise of war horses surrounded by dust 
bear d i s t i n c t resemblance t o the smoke-bound l o c u s t s of R e v e l a t i o n . 
The B i b l i c a l l o c u s t s P I R O share t h e human f e a t u r e s of- the f i r s t 
l o c u s t group i n Egipetskaya marka: 
A wepHue 6necTHinHe MypaB&H . . . CJIOBHO BoeHHue jiomaflH, 
B 4»uKMax nbuiH CKa^ymne Ha X O J I M . 
( I I , P- 22) 
compare 
I i H S flbMa Bbmuia capamia ... IIo BHny CBoeMy capairaa 6£>ma 
noflo6Ha K O H H M , npHroTOBjieHHHM Ha BOiiHy ... jiHua jse ee -
xax jiHu;a qenoBeyecKHe ... 
( R e v e l a t i o n 9. 3, 5) 
The h o r r i f y i n g conclusion t o the plagues i n Revelation i s the e n d of 
time i t s e l f and a cessation of the normal course of time i s r e f e r r e d 
t o d i r e c t l y i n Egipetskaya marka: '...vsyo shlo obratno ( I I , 
p. 39). This i s a most s i g n i f i c a n t statement and i t corresponds 
c l o s e l y t o the d e c l a r a t i o n of the 'mighty angel', whose message i s 
h i n t e d a t i n t h e epigraph of Egipetskaya marka. I n R e v e l a t i o n t h i s 
angel appears a t the most c r u c i a l moment, between the s i x t h and 
seventh trumpets, p r o c l a i m i n g t h a t there w i l l be no more delay, t h a t 
w i t h t h e sounding of the seventh trumpet the end w i l l come, and God's 
purpose f o r mankind w i l l be accomplished: ^ T O BpeMeini y x e He 
6yneT ...' (Revelation 10. 6 ) . This i s c l e a r l y a k i n t o Mandelstarn's 
statement i n 'Pushkin i S k r y a b i n 1 : 'BpeMemi Her! ... BpeMH M U H T C H 
oSpaTHO c myMOM H C B H C T O M ...' ( I I , p. 314). The reasons and 
consequences f o r t h i s s i t u a t i o n have been considered above (see 
Chapter One, s e c t i o n ( v ) ) : a t u r n i n g away from C h r i s t i a n i t y towards 
o r i e n t a l c u l t u r e s has l e d to the end of time, and as a r e s u l t , of a r t 
i t s e l f : ' i s k u s s t v a b o l ' s h e net ...' ( I I , p. 314). Mandelstam discusses 
the unusual form which he now saw time t a k i n g i n a more s t r a i g h t f o r w a r d 
manner i n the a r t i c l e '0 p r i r o d e s l o v a ' : 
Bjiarop,apH H3MeneHHio K O j i H i e c T B a cop,epjKanHH co6biTKii, 
npHXOflnnpxca Ha H3BecTHbiii npoMexcyTOK BpeneHH, 
3aKOjie6aj ioc i> noHHTHe eflHHHi^i BpeMerai . . . 
( I I , p. 241) 
His reference i n t h i s a r t i c l e to the equation of a year w i t h a century 
( I I , p. 241) i s s t r i k i n g l y reminiscent of the Kamennoostrovskiy 
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concept of time depicted i n Egipetskaya marka: 'MM cmiTaeM Ha ronu; 
Ha caMOM me Aene B JIM6OH KBaprape na KaMeHHoocTpoBCKOM BpeKH 
pacKanbiBaeTCH Ha mmacTiiH H crojieTHn' ( I I , p. 6 ) , 
The tone which i s set by the t i t l e and epigraph f o r the t r e a t -
ment of a r t forms i n Egipetskaya marka i s negative i n the extreme 
and i t represents a development of Mandelstam's worst f e a r s . 
O r i e n t a l i n f l u e n c e s , admitted i n t o l i f e by the n i n e t e e n t h century are 
nox-7 completely dominant, t h r e a t e n i n g both l i f e and a r t . 
( c ) L i t e r a r y i n f l u e n c e s 
A l l u s i o n s t o the o r i e n t and the n i n e t e e n t h century c r e a t e the 
h o s t i l e background t o the treatment of a r t themes i n Egipetskaya marka. 
C e r t a i n references of a l i t e r a r y nature c o n t r i b u t e t o the g e n e r a l l y 
u n p r o p i t i o u s atmosphere. Prominent i n t h i s context i s Dostoevsky, 
whose i n f l u e n c e i s t o be discerned i n both minor d e t a i l s ( t h e m e l t i n g 
snow c f Egipetskaya marka, f o r example, forms the background t o 
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Dostoevsky's Z a p i s k i i z podpol'ya ) and i n references t o c e r t a i n of 
h i s ideas which so alarmed Mandelstam. The t a i l o r Mervis embodies 
one of these: ' . . . T O T O B L I H K P H K H Y T B nocneflHee HeoTpasHMO-ySeflHTejibnoe 
CJIOBO ( I I , p. 33). This i s perhaps an a l l u s i o n t o Ivan 
Karamazov's 'Legend of the Grand I n q u i s i t o r ' , which advocates the 
r e s o l u t i o n of man's doubts and the cessation of t h a t supreme t o r t u r e , 
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freedom, by means of 'three words' . Ivan's formula 'vsyo 
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pozvoleno' can perhaps also be discerned l u r k i n g behind the 
v i c i o u s behaviour of the characters of Egipetskaya marka. The 
removal of moral boundaries must have been t h e concept which most 
r e p e l l e d Mandelstam, who p r i z e d what he described as a 'medieval' 
sense of 'g r a n i i peregorodok' ('Utro akmeizma',.II, p. 325). The 
characters i n Egipetskaya marka are a t one stage described as being 
members of an ant colony ( I I , p. 22), which again i s reminiscent of 
Dostoevsky's Brat'ya Karamazovy, where the Grand I n q u i s i t o r i n t e r -
p r e t s people's d e s i r e t o j o i n together i n an '... OSIDHH H corjiacHbrfi 
MypaseHHHK ...' i n which a l l r u l e s and r e g u l a t i o n s are c l e a r l y 
d e f i n e d ^ " ^ . An ant colony does have i t s ovm sense of o r g a n i s a t i o n , 
of boundaries and d i s t i n c t i o n s , but these are on the basic l e v e l of 
s u r v i v a l , which t h e Grand I n q u i s i t o r sees to be the motive f o r c e i n 
l i f e . Mandelstam's r e p r e s e n t a t i o n of the organised s t r u c t u r e of 
medieval s o c i e t y c o n t r a s t s w i t h the ant colony, and reveals t h a t man 
can be guided by i n s t i n c t s other than t h a t of s u r v i v a l alone: 
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Cpep .HeBeKOBbe, onpeflejiHH no-cBoeMy yflejibiibiii Bee 
tenoBeKa, nyBCTBOBaJio H npn3naBano e r o s a KaKflbiM, 
COBepmeno nesaBHCHMO O T ero s a c j i y r . 
('Utro akraeizma', I I , p. 323) 
The i n f l u e n c e o f Gogol's work i s revealed i n a negative c o n t e x t . 
As i n Mertvye dushi the characters of Egipetskaya marka have 
acquired animal f e a t u r e s . This i n t u r n i n f l u e n c e s t h e i r a p p r e c i a t i o n 
of a r t i t s e l f : the l e v e l of a r t i f i c i a l i t y and ignorance i s such t h a t 
the l i t e r a r y concept of scandal has now also adopted an a n i m a l - l i k e 
form - a dog-headed man ( I I , p. 27). This image b r i n g s to mind 
Ostrovsky's Groza, where the i g n o r a n t and s u p e r s t i t i t o u s characters 
were q u i t e prepared t o b e l i e v e i n such apparitions^'*'. 
L a s t l y i n t h i s context of l i t e r a r y i n f l u e n c e s which i n f o r m the 
background to Egipetskaya marka, the reference to a ' k i f a r e d ' ( I I , 
p. 33) c o n t r i b u t e s to the h o s t i l e atmosphere. This could be an 
a l l u s i o n e i t h e r to Sophocles, or to Annensky's dramatic v e r s i o n of 
Sophocles' work. I n Sophocles' legend, Thamyras was challenged by the 
Muses because of h i s p r i d e i n h i s a b i l i t y t o p l a y the c i t h a r a . He was 
defeated and, as a punishment, deprived of h i s eyes and of h i s 
musical g i f t . I n Annensky's v e r s i o n the a r t i s t ' s circumstances are 
even more unhappy. Famira-Kifared wrongs a r t when he speaks o f 
'marrying' the Muse ; h i s s i n i s not of p r i d e , as i n Sophocles, but 
of a d e s i r e to know the i d e a l . This s i n w i l l never be f o r g i v e n , and 
Famira b l i n d s h i m s e l f , i n order t o cut h i m s e l f o f f from t h a t r e a l i t y 
which f i r s t i n s p i r e d such thoughts. I n both cases, the a r t i s t i s no 
longer able to t r a n s f o r m r e a l i t y i n t o a r t . The l i t e r a r y background, 
t h e r e f o r e , l i k e the o r i e n t a l and nineteenth-century i n f l u e n c e , 
suggests t h a t a r t ' s c o n d i t i o n and i t s chances o f s u r v i v a l are 
threatened. 
( i i ) A r t forms 
(a) Poetry 
Since poetry was w i t h o u t doubt the most important a r t form t o 
Mandelstam, i t s treatment i n Egipetskaya marka w i l l be discussed 
before t h a t of music, which was second only to p o e t r y f o r him. 
Then the treatment o f p a i n t i n g - an a r t form to which he d i s p l a y e d a 
r a t h e r more ambivalent a t t i t u d e - w i l l be considered and f i n a l l y 
' l i t e r a t u r e ' , dance and t h e a t r e , a l l of which he regarded as less 
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a t t r a c t i v e a r t forms. 
D i s t o r t i o n of poetry 
I t i s indeed d i f f i c u l t t o discover any d i s c u s s i o n of p o e t r y i n 
Egipetskaya marka, although there i s much t h a t a l l u d e s t o i t s 
absence, t o the appearance of prose, and t o the t h r e a t s t o which i t 
i s s u b j e c t from l i t e r a t u r e and l i t t e r a t e u r s . The o n l y references t o 
p o e t r y a c t u a l l y composed present i t i n a much d i s t o r t e d l i g h t . There 
are a l l u s i o n s both t o Mandelstam's own p o e t i c method and t o the p o e t r y 
of o t h e r s . I n both cases there i s l i t t l e resemblance t o Mandelstam's 
di s c u s s i o n of these t o p i c s o utside Egipetskaya marka. I t was noted i n 
Chapter One ( s e c t i o n ( i i ) ) t h a t Mandelstam f e l t a close k i n s h i p t o 
e x i s t between hims e l f and h i s a r t i s t i c predecessors, which he tended 
t o describe i n terms of d o m e s t i c i t y . W i t h i n t h i s domestic s e t t i n g a l l 
was expressed by f a m i l i a r q uotations ('0 p r i r o d e s l o v a ' , I I , p. 253). 
There i s mundane d i s t o r t i o n of t h i s approach to be found i n 
Egipetskaya marka, where Parnok, i n need of solace, turns t o h i s own 
'domestic d i c t i o n a r y ' ( I I , p. 38). T h i s , however, i s concerned not 
w i t h a r t i s t i c predecessors, but w i t h poppy-seed r o l l s and grand pianos. 
The m a t e r i a l of a r t i s t i c c r e a t i o n i s described i n Egipetskaya marka 
p a r t l y through a reference t o b i r d s ' beaks: 'Po30BonepcTan Aspopa 
oSnoMajia C B O H uBeTHbie KapaH#amH. Tenep& OHH BannioTCH, KaK irreiniHKH, 
c nycTbiMH p83HHyTbMH Kjno3aMH' ( I I , p. 40). The image of the beak had 
occurred i n the poem 'Gr i f e l ' n a y a oda' ( I , no. 137), where i t had been 
p a r t of a complex of v i o l e n t imagery designed to convey the danger 
i n h e r e n t i n the poet's task: 
T B O H J I H, naMHTb, ranoca 
YMHTejIbCTByKIT , HOHb JIOMaH , 
Bpocaa rpwpenH necaM 
H3 nTHVbHX KJIKBCB BblpblBafl? 
The change i n the r o l e of the image i s apparent: the beaks which form 
the m a t e r i a l of prose are those of n e s t l i n g s , asking f o r food, whereas 
those of p o e t r y had been the commanding, t h r e a t e n i n g beaks of the 
b u s t a r d . Furthermore, the image of Aphrodite r i s i n g from the foam 
used i n the very e a r l y poem 'S i l e n t i u m ' ( I , no. 14) i s a l l u d e d t o i n 
Egipetskaya marka; i n the former case i t was p a r t of a serious 
r e p r e s e n t a t i o n of an a r t i s t i c thought t a k i n g t a n g i b l e form, but i n the 
l a t t e r i t i s b a r e l y recognisable under i t s cloak of everyday concerns: 
'0flHa»#bl OH 6pHJICH B CMaCTJIHBblH AHH Ce6f l fleHb H GyAVmee pOflHJIOCb H3 
MHJIbHOft n e H H ' ( I I , p. 9) . 
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I n Egipetskaya marka Mandelstam advocates t h a t the prose manu-
s c r i p t (which he u s u a l l y never made any great attempts t o preserve) 
must be destroyed, t h a t the o n l y important products of h i s a c t i v i t y 
are the absent-minded j o t t i n g s i n the margin ( I I , p. 41). I t i s such 
'arabesques' ( I I , p. 21) which b r i n g t o mind the 'brodyachie s t r o k i ' 
(N.Ya. I I , p. 439) of Mandelstam's p o e t i c method. These were l i n e s 
of p o e t r y which came t o him d u r i n g the composition of a p a r t i c u l a r 
work, but which were i n f a c t the germs of other poems not y e t begun. 
The 'brodyachie s t r o k i ' of Egipetskaya marka, however, are not of a 
p o e t i c n a t u r e ; i n d e p i c t i n g them Mandelstam emphasises t h a t they are 
drawn ( ' r i s u e t ' I I , p. 2 1 , 'r i s u y u ' I I , p. 25, ' n a c h e r t a l i ' I I , p. 41), 
a process which he associates w i t h the composition of prose, r a t h e r 
than w i t h the o r a l and mobile composition of poetry (see f o r example 
MyTbe K pHcymcy npo3airaecKoft fcpasbi ...''Yakhontov', I I I , p. 113). 
The s p e c i f i c poet whose work undergoes a t r a n s f o r m a t i o n i n 
Egipetskaya marka i s Pasternak, and i t i s p o e t r y from the cycle 
'Sestra rooya zhizn'' which i s i n evidence. I t i s most a p p r o p r i a t e 
t h a t t h i s p a r t i c u l a r c y c l e should be r e f l e c t e d i n Egipetskaya marka, 
f o r 'Sestra moya zhiz n ' ' i s Pasternak's view of the summer of 
1917, j u s t as Egipetskaya marka i s Mandelstam's r e t r o s p e c t i v e 
a p p r a i s a l of t h a t time. I n Doktor Zhivago Pasternak was t o describe 
the i n t e r v a l between the two r e v o l u t i o n s of 1917 as a time when l i f e 
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was v i v i d l y r e a l . I t i s t h i s sense of the importance of l i f e as 
such which pervades 'Sestra moya zhizn'' and which i s emphasised by 
the f u s i o n and p a r t i c i p a t i o n of man w i t h n a t u r e . I t was perhaps t h i s 
aspect of 'Sestra moya z h i z n ' ' of which Mandelstam was t h i n k i n g when 
he p r a i s e d Pasternak's work i n the a r t i c l e 'Zametki o p o e z i i ' , where 
he describes 'Sestra' as 'refreshment t o the t h r o a t and lungs' ( I I , 
p. 264) - two v i t a l components i n the p o e t i c process. I n Egipetskaya 
marka, however, i t i s n o t the poems c e l e b r a t i n g a j o y i n l i f e and 
nature which are r e f l e c t e d , but the group of poems under the t i t l e 
'Popytka dushu r a z l u c h i t ' ' which are connected w i t h the second theme 
of the 'Sestra' cycle - the p a i n of separation which f o l l o w e d the end 
of a love a f f a i r . The a l l u s i o n t o the t i t l e of t h i s group i s t o be 
found i n the reference t o the t h e f t of Parnok's coat: '3aveM JIHIDHJI 
IlapHOKa SCMHOH OGOJIOMKH, 3a*jeM pa3Jiy*mn ero c MHJIOH cecTpoii?' ( I I , 
p. 6 ) . I t i s perhaps i n d i c a t i v e of the two very d i f f e r e n t a p p r a i s a l s 
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of the p e r i o d t h a t i n Pasternak's work sepa r a t i o n from the soul i s 
merely attempted, whereas i n Egipetskaya marka i t has been success-
f u l l y completed. From the poem 'Mukhi muchkapskoy chaynoy' (from the 
'Popytka dushu r a z l u c h i t " group) comes a stanza which f e a t u r e s some 
of the i n s e c t l i f e prominent i n Egipetskaya marka; 
EyflTO 3TO 6pefl c nepa, 
He Bjiafi,eK)TO CO6OK», 
Epbi3iiyji oicua 3anHpaTi> 
CapaHHoio no O6OHM.144 
I t i s of i n t e r e s t t o note the correspondence i n imagery between t h i s 
stanza and the passages i n Egipetskaya marka which deal w i t h the 
p e r n i c i o u s disobedience of the pen ('... OHO pacuiennnocb H pa36pbi3rajio 
CBOto uepHyio rcpoBb<...', I I , p. 25) and w i t h the d e l i r i o u s s t a t e 
accompanying prose composition ('sanaTOK moBm-ioro npo3amiecKoro 
6pena ...', I I , p. 40). I n the laundry passage of Egipetskaya marka 
( I I , pp. 14-16) there i s a coincidence i n imagery w i t h Pasternak's 
poem 'A H K i ipaeM 6MJI, A U K n p H x o f l ' : 
JJKK npHeM 6MJI, A H K npnxofl, 
Ejie Horn flOBOjioic, 
KaK BOflhi Ha6pana B P O T , 
B3op ynepxta E noTOjiOK, 
compare 
Ha6paB E P O T B O A M , S T H JiyKaBbie cepa$HMM npwcKariH eio ... 
( I I , P. 15) 
I n Mandelstam's work the image of the mouth spouting water i s very 
much p a r t of the everyday preoccupations p r e v a l e n t i n Egipetskaya 
marka. I n a note on Pasternak from 1931 Mandelstam r e c a l l s the image 
again as he comments on Pasternak's f u s i o n of man and u n i v e r s e : 
1. HaSpan B P O T BceneHHyio H MOJIMHT. Bcerfla-scerfla 
MOJIMHT. A»c CTpamiio. 
HaSpaBimi Mope B P O T , 
fla npwcKaeT BcejieiiHoii. ( I l l , p. 146) 
Here again, however, the emphasis i s taken away from cosmic 
s i g n i f i c a n c e and placed on the nature of the reader, who bears, 
i n c i d e n t a l l y , a s i n g u l a r resemblance to Parnok: 
2. K KOMy OH oSpamaeTCH? 
K xnofiHM, KOTopwe HHwero He coBepmaT... 
Kax THPTeft nepen 6oeM, - a MHTaTenb ero -
T O T nocnymaeT H no6esHT . . . B KonnepT ... ( I l l , p. 146) 
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The disappearance of poetry and i t s replacement by p r o s e 
There are h i n t s i n Egipetskaya marlca t h a t p o e t i c composition has 
ceased. Mandelstam uses the image of the 'Nurmis' skate - a s p e c i a l 
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k i n d of skate which screwed i n t o the heel of a shoe - to 
demonstrate the idea of thought j o i n i n g w i t h form to give a p o e t i c 
whole. He a t t r i b u t e s to t h i s whole p o e t i c q u a l i t i e s of j o y f u l n e s s and 
value ( I I , p. 34). However, although thought has not l o s t i t s 
'sharpness' ('ne p r i t u p i l a s " ) , i t s a c t i v i t y , l i k e t h a t of the 'Nurmis 1 
skate i n the thaw, i s a t h i n g of the past: ' s k o l ' z i v s h i k h kogda-to'. 
This i s very much reminiscent of the poem 'Nashedshiy podkovu' ( I , 
no. 136) w i t h i t s image of the horseshoe which remains, although the 
a c t i v i t y i n which i t once took p a r t i s long since over. The impact 
of t h i s poem i s p e s s i m i s t i c i n regard to the f u r t h e r c r e a t i o n of 
p o e t r y , f o r p o t e n t i a l p oetry e x i s t s now o n l y i n p e t r i f i e d form ( i t 
shows no movement as, f o r example, had the 'russkoe v i n o ' of '0 S T O T 
B03flyx, cMyTOH nbHHbiii', I , no. 107): '... non;o6HO sepnaM oKaMenejioH 
raneiinnbi' ( I , no. 136). 
I t was noted i n Chapter Two t h a t Parnok's occupation seemed to 
be concerned w i t h w r i t i n g and i t i s through Parnok t h a t Mandelstam 
all u d e s t o the m a t e r i a l s of composition. These are seen i n a most 
unpromising l i g h t , c h a r a c t e r i s e d by images expressing s t u l t i f i c a t i o n 
and t h r e a t : 
Bee TpyflHee nepej iHCTbiBaTb cTpaiomu Mep3JioH K H H T H , 
n e p e n n e T e i i H o f i B T o n o p u npH CBeTe r a 3 0 E b i x $ O H a p e i i . 
Bbi, ftpoBHHbie CKnaflbi - ^epnbie 6H6nHOTeKH ropofla -
MM eme noMHTaeM, norjiHflHM. 
( I I , pp. 34-35) 
There are several f e a t u r e s which show t h a t the wood of the second 
paragraph i s the very same m a t e r i a l which forms the basis of Parnok's 
'sobytiya' ( I I , p. 1 1), w h i l e the 'frozen book' of the f i r s t para-
graph could w e l l be one of h i s c r e a t i o n s . This m a t e r i a l i s e v i d e n t l y 
not of the same durable nature as the horseshoe or the Nurmis skate, 
as the c o n t r a s t i n weight between the l a t t e r ('radostnyy ves') and 
the wood i n d i c a t e s . The book's f r o z e n form corresponds w i t h the s t a t e 
of the b i r c h wood, l i g h t as a f r o z e n f i s h ( I I , p. 11), and w i t h the 
b r i g h t - g r e e n pine branch trapped i n i c e ( I I , p. 10). This l a t t e r 
image, symbolising i n e r t i a , confirms the f a t e of t h a t green t w i g 
which was depicted i n the p o e t r y of the e a r l y twenties ( I , nos. 112, 
113), where i t was associated w i t h the disappearance of the p o e t i c 
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word: 'Cjienan jiacTOUKa SpocaeTCK K HoraM/C C T H T H H C K O H HeKHOCTbio H 
BerKOio 3 e j i e H o f i ' ( I , no. 112). The em p h a t i c a l l y urban nature of the 
book ( i t s b i n d i n g i s done under s t r e e t l i g h t s ) , and the image of axes, 
also r e l a t e i t to Parnok, who i s seen to consider the c i t y of 
Petersburg i n terms of a book t o which v i o l e n c e has been done: o 
T O P U O B O H KHure B KaMeHHOM neperuieTe c BhipBaHHoft cepeflHHofi' ( I I , 
pp. 36-37). Despite the o r d i n a r y , unpromising nature of Parnok's 
m a t e r i a l , and the unpleasant nature of h i s c r e a t i o n , h i s 'black' 
( i . e . l i t t l e known, unimposing) l i b r a r i e s are nevertheless p r e f e r a b l e 
t o the popular bookshops of the Podyacheskaya - a s t r e e t i n the r e g i o n 
frequented by Krzyzanowski. 
The verbs 'pochitayem', 'poglyadim' ( I I , p. 35) give f u r t h e r 
h i n t s about the absence of po e t r y , f o r reading and s i g h t were not 
f u n c t i o n s which Mandelstam associated w i t h e i t h e r poet or reader. To 
him hearing and voice were the e s s e n t i a l f e a t u r e s i n both composition 
and a p p r e c i a t i o n (see f o r example 'Armiya poetov': ' T O J I O C O M , TCJIOCOM 
paSoTaioT c r c i x o T E o p u b i ', I I , p. 215). I n Egipetskaya marka i n s e n s i t i v i t y 
t o sound i s represented i n va r i o u s ways. P o s i t i v e d e s c r i p t i o n s of 
sound are conspicuous by t h e i r absence, the m a j o r i t y being e i t h e r 
p a r a d o x i c a l ('glukhonemye ... r a z g o v a r i v a l i ' , I I , p. 23) or expressing 
some k i n d of dishonesty or d e c e i t ( ' o t v e t i l i ... lzhivym ... khorom', 
I I , p. 16; 'ovsyanym golosom', I I , p. 29). I n Chapter V I Mandelstam 
t r e a t s deafness d i r e c t l y i n the d e p i c t i o n of the r e s t r i c t i n g head-
gear t o which he had been subjected as a boy, and here he gives a 
d i r e c t reference to h i s i n a b i l i t y t o compose po e t r y : ne cjihtma 
cBoero ranoca' ( I I , p. 32). He i s ac u t e l y aware of the t h r e a t t o 
po e t r y , of the a l l - p e r v a d i n g i n s e n s i t i v i t y t o i t , and of the need to 
a l e r t people t o t h i s s i t u a t i o n : 'Eny xoTanocb o6epHyTbcn H K p H K H y T t : 
"jcyxapica Tome rjiyxapb"' ( I I , p. 32). 
I t i s c l e a r i n Egipetskaya marka t h a t poetry's chances of 
s u r v i v a l are s l i m , both i n w r i t t e n and i n v e r b a l forms. I n the case 
of the w r i t t e n form, Mandelstam had depicted i n Shum vremeni a volume 
of p o e t r y ( t h e Isakov Pushkin) which was i n d e s t r u c t i b l e : '... He 
6oHjicH O H HH mrreH, HH MepHHJi, HH or-HH, HH KepocHHa ...' ( I I , p. 58); 
i n Egipetskaya marka, however, i n k , f i r e and o i l are a l l forces which 
are f r e e to des t r o y , whereas Parnok i s q u i t e incapable of l i v i n g up t o 
h i s nickname of 'stain-remover' ( I I , p. 19). Poetry's existence i n an 
audible form was also precarious - a f a c t o f considerable threat", 
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since Mandelstam. placed f a r less s t o r e by manuscripts than by the 
p o e t i c work heard and hel d i n people's memories. Amongst the images 
used to describe the c o n d i t i o n of po e t r y those associated w i t h 
omnivorousness are of great importance. This group represents a 
metamorphosis of Mandelstam's e a r l i e r images of g r a i n , i n evidence i n 
T r i s t i a ; 'B npoxnanHbix JKH T HKD, ax, B rjiy6oKnx saicpoMax/3epHo rjry6oKOH, 
nojiHoft Bepu' ( I , no. 124), arid also i n the prose a f t e r E g i p e t s k a y a 
marka; t h e ' f o l ' k l o r n a y a z h i t n i t s a ' of Puteshestvie v Armeniyu ( I I , p. 
171) and the 'grainy' pages of P a l l a s ' w r i t i n g s ( I I I , p. 165). These 
are images expressing p o t e n t i a l f r u i t f u l n e s s , as i s t h a t of maturing 
wine, which i n the poem '0 S T O T B 0 3 f l y x , cMyxoH nbnmm1 ( I , no. 107) 
i s seen t o be hidden away i n dark, cool c a t h e d r a l s . The p o t e n t i a l of 
Georgian c u l t u r e i s embodied i n much the same way: 
rpy3HHbl COXpaHiilOT B H H O B y 3 K H X , flJIKHKblX KVBIHHHaX H 
3apbiBawT K X B 3eMJiio . . . seKriH c o x p a f f i u i a y 3 K H e , HO 
6jiaropoflHbie $opMH xy f loxecTBeHHOH T p a # K U H H , sane^ a T a j i a 
nojiHbrH 6pojKeHHH H a p o M a T a cocyp; . 
('Koe-chto o gruzinskom i s k u s s t v e ' , I I I , p. 37) 
Grain and hidden wine are images which convey p o t e n t i a l , two 
of Mandelstam's expressions of 'condensed r e a l i t y ' ('Utro akmeizma', 
I I , p. 320), of which both poet and reader must appreciate the f u l l 
w o rth. The concept of 'condensed r e a l i t y ' plays an important p a r t i n 
Mandelstam's ideas on the r e l a t i o n s h i p of poem to reader, ideas 
expressed most c l e a r l y i n '0 sobesednike' and i n Puteshestvie_v 
Armeniyu. I n the former Mandelstam stresses t h a t t r u e p o e t r y i s a 
matter of the unexpected, t h a t work addressed t o a s p e c i f i c reader 
i s b a r ren: 'GSpamaHCb K H3BecTHOMy, MH MOTCM cicasaTb T O J I B K O H3BecTHoe' 
( I I , p. 237). By an a l l u s i o n t o Goethe's Wilhelm Meister i n 
Puteshestvie v Arraeniyu, he demonstrates again the i n f e r i o r i t y of 
obvious and d i d a c t i c l i t e r a t u r e ; i n t h i s context h i s conclusions on 
the b e n e f i t of p a r t i n g are drawn from Jarno's words t o Wilhelm. 
Thomas C a r l y l e ' s somewhat condensed v e r s i o n of the o r i g i n a l German 
conveys Mandelstam's p o i n t of view admirably: 
'There i s n o t h i n g more f r i g h t f u l ' , s a i d he ' i n a s t a t e l i k e 
ours, than t o meet an o l d true f r i e n d , t o whom we can 
communicate our thoughts w i t h o u t reserve. So long as one 
i s by h i m s e l f , one fan c i e s t h a t there i s no end t o the 
n o v e l t i e s and wonders he i s s t u d y i n g ; but l e t the two t a l k 
a w h i l e t o g e t h e r , r i g h t from the h e a r t , one sees how soon 
a l l t h i s i s exhausted ... But now I w i l l dive i n t o the 
chasms of the rocks and begin w i t h them a mute unfathomable 
conversation.'147 
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Whereas images of g r t i i n and hidden wine have a p o s i t i v e f o r c e i n 
Mandelstam's work ( f o r example, 'Barsuch'ya. nora', I I , p. 2 7 3 ) , when 
g r a i n i s transformed i n t o a more t a n g i b l e form the impact can be 
negative. Thus bread might be considered t o be a s i g n of warmth and 
d o m e s t i c i t y , but i n Mandelstam's work i t can p l a y a negative r o l e . I n 
the poem 'Ha. posBaj ibHHx, , yjioxeHHbix conoMoii' ( I , no. 85) the smell of 
baking bread pervades the atmosphere (stanza 2 ) . hut the image of warm 
d o m e s t i c i t y which t h i s smell i m p l i e s c o n t r a s t s w i t h the t h r e a t e n i n g 
events being described and hence h i g h l i g h t s the h o s t i l e background. 
I n the poem 'Kaic pacreT xne6oB onapa' ( I , no. 1 3 0 ) the loaves 
produced a t f i r s t have very evident connections w i t h p o e t r y , even 
being associated w i t h the same cathedral of Saint Sophia (stanza 2 ) 
as was the grain' of 'J1K>6JHO nofl cBOflaMH cepf>m T H E H I M ' ( I , no. 1 2 4 ) . 
Again, i t i s not the loaves themselves but the attendant circumstances 
which are h o s t i l e : the process of t h e i r baking i s i n t e r r u p t e d by the 
d e s t r u c t i v e i n f l u e n c e of time, which a f f e c t s both the poem ('slovo-
kolobok') and the poet h i m s e l f : 
H CBoe HaxoflHT Mecro 
HepCTBHH naCWHOK BeKOB -
YcbixaiornHH ROBeCOK 
Ilpexfle BMHyTbix xjie6oB. ( I , no. 1 3 0 ) 
I t i s t h i s i n t e r m e d i a t e stage i n the making of bread which plays the 
most negative r o l e i n Mandelstam's work. The appearance of the image 
of ' t e s t o ' , a c h a r a c t e r l e s s substance which can be moulded to assume 
any shape or form, has been noted above (Chapter One, s e c t i o n ( i v ) 
( c ) ) . Mandelstam ap p l i e s the negative dough/bread/baking imagery to 
a r t i s t i c c r e a t i v i t y i n the c r i t i c a l a r t i c l e s of the t w e n t i e s : t o 
a r c h i t e c t u r e ('oparoy etazhey' - 'Kholodnoe l e t o ' , I I , p. 1 3 2 ) ; t o 
l i t e r a t u r e ( ' L i t e r a t o r y ... kak l a b a z n i k i ' - Shum vremeni, I I , p. 9 8 ) ; 
and to t r a n s l a t i o n work ('... Ha jia6a3Hbie Becw MarasHHOB nyflaMH 
BeayT AemeBbtH M03r', 'Zhak r o d i l s y a i umer', I I I , p. 6 0 ) . I n 
Egipetskaya m a r k a i t i s the image of the ' t e s t o ' which reappears i n 
connection w i t h the c r e a t i o n of the prose which has replaced p o e t r y . 
Here a form of a r t has been created out of a v o i c e l e s s mass: 
' . . . O6HKHOBeKHbiH KanaM ... 3an;yMaH nenapeM, icax poccHifccxaH jmpa H3 
6e3rjiacHoro TecTa ...' ( I I , p. 4 0 ) . This sentiment i s v e r y s i m i l a r , 
d e spite the f a r more banal tone of expression, t o t h a t demonstrated 
i n the poem 'Notre Dame': H S T H K C C T H Heflo6pou/H H Korfla-HHSyflb 
npeKpacHoe co3flaM' ( I , no. 3 9 ) . The kalach image i s negative 
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because composition has been rendered here i n terms of something 
e d i b l e which w i l l disappear, r a t h e r than i n terms of t h a t which has 
the p o t e n t i a l to grow. This d e p i c t i o n f i t s i n admirably w i t h what 
has been l e a r n t about the h a b i t s of the m a j o r i t y of the characters 
^ n Egipetskaya marka. The attendant circumstances are h o s t i l e , f o r 
the image appears i n a passage d e a l i n g w i t h i l l n e s s : "... HHcbJiysnuKoro 
6pen,a. scap ,., KapaHTHHa C i , TepMOMeTpti, no sapasKOMy xtaSnpniiTy .„.' 
( I I , p. 40). This i s the s t a t e of d e l i r i u m accompanying prose 
composition which i s death-bound, s u f f e r i n g from the same f e v e r i s h 
i l l n e s s as Bosio. Both prose and the singer i n f e c t t h e i r surround-
ings : 
(prose) ... c rpa$HHMHKaMH s a n o T e B m e f i B O A K H ( I I , p. 42) 
(Bosio) ... K KBaApaTHHM 3anoTe3mHM O K K3M ... ( H > P» 35) 
The diseased l a b y r i n t h which supplies the m a t e r i a l f o r composition i s 
'hung about w i t h subordinate clauses' i n much the same way as the 
s i n i s t e r Chinaman i s 'hung about w i t h l a d i e s bags' i n the dream which 
opens Egipetskaya marka. I t i s s i g n i f i c a n t t h a t these l a t t e r bags 
should resemble a 'necklace of p a r t r i d g e s ' : the image of a game-bird 
here, w h i l e corresponding t o t h a t of the e d i b l e form of l a r k i n 
Chapter V I I I c o n t r a s t s w i t h another necklace which had i n d i c a t e d a 
f o r c e spent i n the c r e a t i o n of po e t r y : 'HeBspa^Hoe cyxoe ojcepejibe/ 
H3 MepTBMx n^en, Men. npeBpaTHBniHX B coJiHn;e' ( I , no. 116). 
The prose composition which has f i r m l y taken the place of 
poetry i s connected w i t h the mundane elements of the Egipetskaya marka 
wo r l d - w i t h the r a i l w a y and i t s associated instruments ( I I , p. 41), 
and (through the presence of the verb 'obmerivat'' and the a r s h i n 
measurement, I I , p. 42) w i t h the t a i l o r and h i s t r a d e . I t i s c l e a r 
t h a t prose i s not Mandelstam's f a v o u r i t e mode of expression: 
" . . . o6MepHBaiomaH, 6 e c c T b i f l H a H , HaMaTMBaiomaH Ha C B O H JKHBOIMIOTCKHH 
apnoiH ...' ( I I , p. 42): the i m p l i c a t i o n s of dishonesty and g l u t t o n y 
are probably connected here w i t h the f a c t t h a t prose had become f o r 
Mandelstam a f i n a n c i a l p r o p o s i t i o n , the means of earning a l i v i n g . 
I t i s not c o i n c i d e n t a l t h a t t h i s metamorphosis i n composition - from 
the p o e t i c honey, bee and sun, to the r a i l w a y and p a r t r i d g e - should 
be accompanied by the f i g u r e of the Chinaman. This i s q u i t e i n 
accordance w i t h the view of the 'Buddhist' or r a t h e r ' o r i e n t a l ' 
i n f l u e n c e , and w i t h Mandelstam's l a t e r i n s i s t e n c e on the a t t r i b u t i o n 
of v a r i o u s e v i l s to a Chinese i n f l u e n c e i n 'Chetvyortaya proza' ( f o r 
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example I I , p. 180). I t i s also reminiscent of Bely's Peterburg, 
w i t h i t s ominous Mongolian, Persian and Japanese m o t i f s and i t s 
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f i n a l f a t e f u l comment on the end of c u l t u r e . The image of the 
kalach considered together w i t h associated images, i s an i n d i c -
a t i o n of the i m p o s s i b i l i t y of p o e t i c composition i n Egipetskaya 
marka: no t h i n g could be f u r t h e r removed from Mandelstam's concept 
of f r e e and joyous c r e a t i o n ('Pushkin i Skryabin', I I , p. 315) 
than the n i n e t e e n t h - c e n t u r y ' r a i l w a y ' m e n t a l i t y of the prose, the 
references t o disease, and the f i n a n c i a l analogies ('pokupkami', 
'podstavlennyy meshok', 'obmerivayushchaya') of the l a s t chapter. 
The t a i l o r Mervis plays a considerable p a r t i n the treatment 
of p o etry i n Egipetskaya marka. As was noted above (Chapter Two), 
he i s most decidedly of the omnivorous camp, because of h i s constant 
associations w i t h food. A metamorphosis of Mandelstam's o r i g i n a l l y 
p o s i t i v e , p o e t i c g r a i n image e x i s t s i n r e l a t i o n t o Mervis a l s o . 
Just as the baker formed h i s c r e a t i o n from shapeless dough, so too 
the t a i l o r must create from shapelessness: 
npocTofi MemoK Ha npHMepice - He T O pMuapcKne JiaTbi, He 
T O coMHHTenbHyio 6 e 3 p y K a B y nOPTHOH—XVAOJKHHK H c n e p T H n 
nH<£>aropoBMM MCJIKOM H B n p x H y j i B Hee XCHSHB H r m a B H O C T b . 
( I I , p. 6) 
Here are three concepts which occur f r e q u e n t l y i n Mandelstam's 
a l l u s i o n s to p o e t i c composition: b r e a t h , l i f e and f l u e n c y . The most 
s t r i k i n g examples of t h e i r use i n v o l v e the image of wind f i l l i n g a 
s a i l i n the 'Vosmistishiya'. The image had, however, appeared i n 
1910 i n 'Cnyx yyTKHH napyc HanpjiraeT' ( I , no. 15), i n which Mandelstam 
describes the i n i t i a l stages of awareness before the process of p o e t i c 
c r e a t i o n begins. I n the 1933 composition the image i s more f u l l y 
developed; here the f i n a l , f r u i t f u l b r e a t h of p o e t i c a i r gives b i r t h 
to a poem, as a b u r s t of wind can give shape t o a s a i l which i s then 
c h a r a c t e r i s e d by i t s g r a c e f u l movement. This i s almost an exact 
p a r a l l e l t o the t a i l o r ' s work as described i n Egipetskaya marka. 
There i s considerable i r o n y , however, i n the a p p l i c a t i o n of such 
h i g h l y p o e t i c imagery t o the work of the unsavoury Mervis. Images 
associated w i t h the t a i l o r - weaving, seams, sewing - do have p o s i t i v e 
a s s o c i a t i o n s i n Mandelstam's l a t e r works ( f o r example Razgovor o Dante, 
I I , p. 365; 'Zapisnye k n i z h k i ' , I I I , p. 155; I , no. 342, s t . 2 ) , b ut 
t h e i r impact i n Egipetskaya marka i s n e g a t i v e , because of the nature 
of Mervis. The t r u e worth of t h i s t a i l o r ' s a c t i v i t y i s i n d i c a t e d i n 
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Egipetskaya marka i n the equation of t a i l o r i n g and i d l e n e s s : 
'Portnyazhu, bezdel'nichayu' ( I I , p. 25). The use of the f i r s t person 
i n d i c a t e s t h a t Mandelstam i s r e f e r r i n g here t o h i s own c r e a t i v e 
c o n d i t i o n a t t h a t time - to h i s i n a b i l i t y t o compose po e t r y . I t i s 
important t o note t h a t idleness i s a disease which pervades 
Egipetskaya marka; i t a f f l i c t s the mosquito ( I I , p. 38) and Parnok, 
who i s i d e n t i f i e d w i t h t h e drone ( I I > p* 26), a word which i n Russian 
has connotations of idleness ( ' z h i t ' trutnem' = ' b e z d e l ' n i c h a t ' ' ) * 
Idleness i s b a rren, as i s amply demonstrated i n the passage on the 
deaf-mutes ( I I , p. 23). The appearance of t h i s group i s most approp-
r i a t e , f o r i n the twenties Mandelstam considered h i m s e l f t o be 
surrounded by people who were 'deaf t o the t r u e nature and purpose 
of p o e t r y : 'C J I O B O, poayjeHHoe B rjiySo^aimiHX Henpax pe^eBoro co3HaHHf l , 
o6cnyjRH3aeT rayxoHeMbix H KOCHOH3brqHbix . „,' ('Vypad', I I , p. 231). The 
a d j e c t i v e 'glukhonemoy' i s again i n evidence as Mandelstam discusses 
h i s surroundings i n the s e c t i o n 'Moskva' of the 'Za.pis.nye k n i z h k i ' o f 
1931 ( I I I , p. 151), which deals w i t h h i s u n a t t r a c t i v e Moscow neigh-
bours. Deaf-mutes had f i r s t appeared i n Mandelatam's a r t i c l e 'Utro 
akmeizma', i n a demonstration of the f a c t t h a t the 'Word' (slovo) 
has a much deeper s i g n i f i c a n c e than the simple r e l a y i n g of meaning, 
which can be conveyed i n a p u r e l y v i s u a l way ( I I , p. 320). I t 
should be noted here t h a t the r a i l w a y i s classed w i t h the deaf-mutes 
i n t h i s respect. I n Egipetskaya marka the deaf-mutes' conversation 
i s described l a r g e l y i n images r e l a t i n g t o the t a i l o r . T h e i r wordless 
conversation i s b a r r e n , as worthless as Mervis' c r e a t i o n s , f o r the 
deaf-mutes use only one component of p o e t r y , the a i r , not the v i t a l 
l i p s and v o i c e : HenpepbiBHo saMeTUBaH KpyniaiMH CTeKKaMH B 0 3 n y x , 
nnuiH H3 nero pyCamKy' ( I I , p. 23). Mandelstam's impression of 
Yakhontov's r e p r e s e n t a t i o n of the t a i l o r P e t r o v i c h perhaps i n f l u e n c e d 
t h i s d e s c r i p t i o n of the deaf-mutes: 'HyflaicoBaTbiH nopTHoft neTpoBim 
K P O H T H03KHHUaMH B03flyX TaK, ^ T O BHflHmb 0 6 p e 3 K H M3TepHH 
('Yakhontov', I I I , p. 112). The important p o i n t here, however, i s 
t h a t the 'weaving' of the deaf-mutes' conversation i s n o t a process 
of order and symmetry, but i s subject t o considerable confusion. 
This confusion i s described i n negative terms; one skein i s 'super-
f l u o u s ' , a f a c t which has a r a t h e r ominous r i n g , w h i l e one deaf-mute 
i s v e r y much the odd-man-cut (a p o s i t i o n not u n f a m i l i a r t o Parnok and 
to Mandelstam h i m s e l f ) , who could e a s i l y damage the weaving. 
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The calm f o l l o w i n g the confusion i s no less h o s t i l e , f o r i t ensues as 
the deaf-mutes 'disappear * .(compare I , no. 189) through the General 
S t a f f Arch, p a r t of the very 'mute' Dvortsovaya ploshchad' area 
( I I , pp. 22-23). ( I t i s i n t e r e s t i n g t o note, i n connection w i t h the 
P a m o k - l i k e f i g u r e of the odd-man-out t h a t the O f f i c e of the General 
S t a f f housed the Foreign M i n i s t r y to which Parnok so v a i n l y aspired.) 
The weaving image i s continued h e r e , although the passage ends on a 
s u i t a b l y negative image - t h a t of the c a r r i e r pigeon, presumably 
associated w i t h the negative image of the postman (see above p. 54). 
The i m p l i c a t i o n s f o r a r t i s t i c c r e a t i o n i n the deaf-mute passage, w i t h 
i t s sustained t a i l o r images, are negative and the negative i n f l u e n c e 
of the t a i l o r imagery i s continued i n connection w i t h Mervis' 
c r e a t i o n . The i n s p i r a t i o n behind the coat i s suspect, f o r i t i s 
admirably s u i t e d t o the dandyish and unscrupulous KrzyManowski. L i k e 
the prose discussed above i t i s c h a r a c t e r i s e d by several a t t r i b u t e s 
which l i n k i t q u i t e f i r m l y w i t h the i n f l u e n c e of the n i n e t e e n t h 
century. The coat i n h e r i t s i t s c r e a t o r ' s close a s s o c i a t i o n s w i t h 
food: *... noflbnnajia poflHbiM TMHHHMM B03flyxoM' ( I I , p. 33). The 
caraway image a l i g n s the coat w i t h Mervis' omnivorous t r a i t s and 
b r i n g s to mind the poem ' f l He 3Haw, c K3K H X nop ( I , no. 131), 
where images of caraway seeds and a sack (both elements i n v o l v e d i n 
the c r e a t i o n of the coat) are i n evidence i n Mandelstara's expression 
of the d e s i r e f o r order and harmony i n a c h a o t i c atmosphere which 
impedes p o e t i c composition. The coat i s associated w i t h the n i n e -
teenth-century's r a i l w a y i n f l u e n c e (through i t s u l t i m a t e a l l e g i a n c e 
to Krzyzanowski), and i t e x h i b i t s the bourgeois character which might 
t h e r e f o r e be expected. The f e a t u r e which p o i n t s most c l e a r l y t o t h i s 
n a t ure i s the coat's youthfulness ( I I , pp. 6 and 42), of a d i f f e r e n t 
nature from t h a t o f Parnok and Geshka Rabinovich who have q u i t e 
simply never reached maturity.. The coat's youthfulness i s a r t i f i c a l 
- 'omolazhivaetsya' ( I I , p. 6) - a f a c t which l i n k s i t very much w i t h 
the bourgeoisie of 'Chetvyortaya p r o z a 1 , who are kept a r t i f i c a l l y 
young by t h e i r contact w i t h r a i l w a y s : 'Bypscya, KOHeiHo, HeEHHee 
n p o n e T a p H H , 6mme ic yTpo6HOMy Mnpy, K MnafleHuy ...' ( I I , p. 178). 
True youth and r e a l f u t u r e can be guaranteed only by the process o f 
maturing, of growing o l d , as i n the case of the 'wine' of Georgian 
c u l t u r e ('Koe-chto o gruzinskom i s k u s s t v e ' , I I I , p. 39). The coat 
tucks i t s e l f i n t o Krzyzanowski's suitcase i n a neat and o r d e r l y f a s h i o n , 
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l i k e a y o u t h f u l d o l p h i n ; t h i s f u r t h e r i d e n t i f i e s i t w i t h the 
bourgeois of 'Chetvyortaya proza', who are c h a r a c t e r i s e d b y a love 
of o r d e r l i n e s s : 'nopjmoHiiocTb - 3TO T O , I T O P O A H H T Sypjsya c JKHBOTHMM' 
( I I , p. 178)o Dostoevsky too saw 'poryadochnost'' t o be a negative 
q u a l i t y : '... a BOOSIHC B O B C C BpeMeHa, nopHflo^Hhrii tienoBeic flojuseH GhiTb 
T p y c H pao ... 
The coat, l i k e the prose, represents a d i s t o r t e d form of a r t . 
There are, however, i m p l i c a t i o n s t h a t n e i t h e r the coat, nor indeed 
Krzy&anowski, w i l l s u r v i v e . Through i t s r e l a t i o n s h i p w i t h 
Krzy&anowski, the coat ( l i k e the prose - see above p. 148), i s assoc-
i a t e d w i t h a p o t e n t i a l l y i n i m i c a l heat - the window of Krzyzanowski's 
room i s 'neveroyatno nagretoy solntsem' ( I I , p. 42). I t i s important 
t h a t Mandelstam should choose to close the work w i t h t h i s phrase, f o r 
i t i s r e l e v a n t t o h i s i n a b i l i t y to compose p o e t r y i n the t w e n t i e s . 
Heat and f i r e ('zhar' and :pozhar') appear i n Egipetskaya m a r k a i n 
connection w i t h Krzyzanowski (and the coat, I I , p. 4 2 ), w i t h the 
prose ( I I , p. 4 0 ) , w i t h Bosio ( I I , pp. 35-36), w i t h the d e s t r u c t i o n 
of the home ( I I , p. 5 ) , and w i t h the 1905 r e v o l u t i o n ( I I , p. 10). 
These are very d i f f e r e n t from the 'warmth' of human contact which 
Mandelstam valued so g r e a t l y ( f o r example I , no. 127). More 
i m p o r t a n t l y , the image of the c o n f l a g r a t i o n seems to be a menacing 
metamorphosis of the image 'ogon'', whose r o l e i n the p o e t r y had been 
s i m i l a r to t h a t of the g r a i n and wine images - a confidence i n the 
existence of p o w e r f u l , maturing a r t forms: 'B KyBnnmax cnpjn-aHHbrK 
oroHB ( I , no. 107). As f a r as the treatment of p o e t r y i n 
Egipetskaya marka i s concerned the images of f i r e and heat are i n d i c -
a t i v e r a t h e r of alarm, d e s t r u c t i o n and disease. On occasions the 
d e s t r u c t i v e nature of heat has a p o s i t i v e f o r c e . The heat of the 
v i l l a i n Krzyzanowski's room perhaps i m p l i e s t h a t he i s a t r i s k . I n 
h i s r a p i d r i s e t o power (as described by the laundress, I I , p. 16) 
he exposes h i m s e l f t o p u b l i c a t t e n t i o n , o f t e n a dangerous t h i n g t o 
do, since p o p u l a r i t y and s w i f t f a l l s from favour were very c l o s e l y 
r e l a t e d i n those times. The image of the sun on glass ( I I , p. 42) 
perhaps suggests an uncomfortable heat which i s symbolic of the 
i n s t a b i l i t y of a powerful and exposed p o s i t i o n . Also sub j e c t t o the 
a c t i o n of f i r e are books from the ' l i t e r a r y lumber room': 'iIoKapM H 
KHiirH - 3TO xopomo' ( I I , p. 35). I n t h i s l i t e r a r y c o n t e x t , f i r e acts 
as a p u r i f y i n g agent, d e s t r o y i n g i n f e c t e d m a t e r i a l s - the s e n t i m e n t a l , 
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m o r a l i s i n g novels of Bourget and Ohnet, which share the d i s i n t e g -
r a t i n g disease o f Petersburg i t s e l f : 'HeKOTopwe CTpainmbi C K B O S H J I H K&K 
jryKOBHHuaH mejryxa. B H K X KHJia Kopb, CKapjiaTKHa, BeTpeHHan ocna' 
( I I , p. 35). The Parnok-like c r e a t i o n (the 'frozen book', I I , p. 34) 
i s no less s u s c e p t i b l e t o d e s t r u c t i o n by f i r e (as the i n s i s t e n c e on 
wood imagery shows) than the products of the l i t e r a r y lumber room: 
these must a l l be destroyed s o t h a t the way may be cle a r e d f o r t r u e 
p o e t r y . 
The most important element i n the r o l e o f the f i r e imagery i s 
the alarm. The image o f the f i r e brigade was used i n Egipetskaya 
marka as a si g n o f alarm i n r e l a t i o n to the r e v o l u t i o n of 1905. I t 
i s also used t o sound a warning about the c o n d i t i o n of p o e t r y : 'A Ha 
CaflOBOH y IIoKpoBa C T O H T K a n a k a . B araapcKHe Mopoabi OHa BbidpacbmaeT 
BHHOrpaflHHbi CHrHajibHbix mapoB - K c6opy MacTefi' ( I I , p. 24). The time 
and exact l o c a t i o n e s t a b l i s h the p a r t i c u l a r l y d i s t u r b i n g nature of 
t h i s alarm. The mention of January here i n e v i t a b l y b r i n g s t o mind 
the death of Pushkin, whose f a t a l dxiel took place i n the month of 
January. Mandelstam regarded t h i s event w i t h h o r r o r , seeing i n i t a 
lack of respect f o r poetry which was t o assume grotesque and t h r e a t e n " 
i n g forms i n h i s own times. T h i s , i n c i d e n t a l l y , i s one of sever a l 
passing references t o January i n Egipetskaya marka. Another of these 
i s i n connection w i t h the a n t i - p o e t i c Mervis, who mentions t h a t i n 
January the lawyer Gruzenberg had ordered a senator's coat from him: 
the combination o f January and the l e g a l p r o f e s s i o n here i s an 
i n t i m a t i o n of the l e g a l profession's p e c u l i a r d i s r e s p e c t f o r Pushkin 
(see below, p. 171). The Sadovaya suggests the presence of the 
v i l l a i n , f o r i t was a s t r e e t which Krzyzanowski must have frequented: 
h i s f i r s t appearance i s on the corner of Voznesensky prospekt, a 
s t r e e t a d j o i n i n g the Sadovaya, w h i l e the Sadovaya, Voznesensky prospekt 
and the O f i t s e r s k a y a ( t h e other l o c a t i o n s mentioned i n connection w i t h 
Krzyzanowski) a l l bordered on the Teatral'naya ploshchad' -
Krzyzanowski's u l t i m a t e d e s t i n a t i o n ( I I , pp. 28-29). 
The alarm i s sounded also i n terms which r e f e r more d i r e c t l y t o 
po e t r y , a p o i n t revealed by the appearance of the word ' s l o v o ' : 'S 
enemy CKa3aTb HacTOHmyw npaBAy. H Toponjiiocb ... HeSojitmoii KaM 
crnymeH C P O K ' ( I I , p. 34). The urgency of t h i s alarm corresponds t o 
Parnok's own musings on the ephemerality of l i f e ( I I , p. 36) and i s a 
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c l e a r c o n t i n u a t i o n of Mandelstarn's awareness of the t h r e a t to 
poetry s t a t e d i n '1 yanvarya 1924': 
Enne HeMHOro, - O6O P B V T 
IIpocTyio neceHKy o rjiHHHHbix oSHflax 
H ryCbi OJIOBOM santiOT. ( I , no. 140) 
The p o e t i c alarm i n Egipetskaya marka forms p a r t of a s e c t i o n i n 
Chapter V I I which t r e a t s the t h r e a t to p o e t r y a t some l e n g t h ; here 
images o f coldness and heat are i n v o l v e d . Images of coldness, i n . 
the c l i m a t i c s e t t i n g of the work, i n Parnok's experiences a t the 
barber's ( I I , p. 13), and i n the author's journey t o Malinov ( I I , 
p. 39), play as h o s t i l e a r o l e as those of heat. A l l i s seen to be 
f a d i n g away, m e l t i n g l i k e i c e - even the great Goethe i s s i n k i n g 
i n t o o b l i v i o n : 'KrairH Taicr, Kax nenjnnKH ... Bee yMeHbmaeTCH. Bee 
TaeT. H TeTe TaeT' ( I I , p. 34). The use of the verb ' t a y a t ' ' here, 
w h i l e being i n accordance w i t h the f a c t t h a t Egipetskaya marka i s 
set i n e a r l y s p r i n g , suggests t h a t Mandelstam i s r e f e r r i n g to the 
'disease' of p o e t i c deafness which overtook him: 
XononoK meKO^teT reMx. . .. 
JKHSHB ce6n nepeMoraeT, 
IIoHeMHory TaeT 3 B V K . . . ( I , no. 129) 
S t r i k i n g correspondences a r i s e i n imagery between the prose and the 
p o e t r y . Both are pervaded by a coldness which i n both cases i s 
i n d i c a t i v e of alarm and a n x i e t y . Both have d i s t u r b i n g references to 
the changing substance of l i f e : '51 He 3Haio JKH3BH: MHS nonMeHHJiH ee .,' 
( I I , p. 3 4 ) , and both r e f e r t o i n c i s i v e q u a l i t i e s - e i t h e r of time 
( I , no. 129), or of thought ( I I , p. 34). Despite such correspondence 
i n imagery, however, a considerable change has taken place i n the 
nature of the i l l n e s s described i n the 1922 poem and t h a t d e p i c t e d i n 
Egipetskaya marka. The sense of d i s l o c a t i o n , of d i s o r i e n t a t i o n , i s 
f a r stronger i n Egipetskaya marka; not only i s Mandelstam now unable 
t o w r i t e p o e t r y , he i s unable even to d i s t i n g u i s h between 'books' and 
' t h i n g s ' ; he no longer has a s t r o n g awareness of l i f e , a f i r m sense of 
what i s r e a l and what i s n o t r e a l : 
J He 3HaK> JKH3HH: Mne noflMeminH ee eme Torn;a, K o r f l a H 
ysnan x p y c T MhnnbHKa na 3y6ax y vepHOBOJiocoH 4>paHn;y3CKOH 
JIK)6OBHHU>I, Mjiaflmen cecTpw Hamefi ropn.oft A H H H . 
( I I , P. 34) 
This i s a c l e a r a l l u s i o n t o Flaubert's Madame Bovary^""^, a novel 
which Mandelstam c r i t i c i s e d f o r i t s lack of s p o n t a n e i t y , i t s 
s t e r i l i t y , f o r the p a r a l y s i n g e f f e c t o f i t s p e r f e c t i o n , f o r the 
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danger i n h e r e n t i n i t s p o l i s h e d s t y l e : '... c r m i b poMaaa MOKe? 
OTo6pa3HTb JIK6OH npeflMeT* ('Devyatnadstatyy vek', I I , p . 281), The 
t o t a l u n r e a l i t y of t h i s novel had become accepted as r e a l . This i n 
i t s e l f was a disease of whose i n f e c t i o n Mandelstam was o n l y too 
aware: 'Tfle pa3jin^He Mexfly KHHroii K Bemhio? 1 ( I I , p . 34). E a r l i e r i n 
Egipetskaya marka an example of t h i s confusion of the u n r e a l w o r l d of 
the novel w i t h the r e a l world" was provided by the speaker who a s k s 
where Anna Karenina had sat i n the t h e a t r e - w i t h the f u l l c o n v i c t i o n 
t h a t Anna Karenina had been a r e a l person ( I I , p . 2 9 ) . The reference 
t o Madame Bovary i n Egipetskaya marka i s extremely important. I t i s 
q u i t e i n keeping w i t h Egipetskaya marka as a whole t h a t the s u b j e c t 
of s t e r i l i t y and death should be a woman, and i t corresponds w i t h 
Mandelstam's e a r l i e r p o e t r y addressed t o women, Mandelstam's view 
of Madame Bovary as d a n g e r o u s l y u n r e a l l e d him t o associate i t 
elsewhere w i t h the t h e a t r e : Kjiaccn^iecKoe KpacHope^ne npe$eKTypbi, 
sanenaTjienHoe 3>jio6epoM ... c ... TeaTpanbKbiMH noBbime.HHHMH H 
noHHxeHHHMii ronoca ('Men'sheviki v G r u z i i ' , I I , p . 196). The 
t h e a t r e was a form of a r t which earned h i s condemnation i n a d d i t i o n 
f o r i t s lack o f spontaneity, i t s lack of r e a l i t y . Mandelstam saw i t 
as d i a m e t r i c a l l y opposed to p o e t r y because of i t s 'nedoverie k slo v u ' 
('Khudozhestvennyy t e a t r i s l o v o ' , I I I , p . 100). I t i s of considerable 
i n t e r e s t t h a t two women w i t h whom Mandelstam had a f f a i r s of v a r y i n g 
degrees of seriousness should have been actresses, and t h a t he should 
have w r i t t e n poems to them (Olga Arbenina and Olga V a k s e l ) . The sense 
of u n r e a l i t y associated w i t h h i s r e l a t i o n s h i p s w i t h them i s accompanied 
i n poems t o both l a d i e s by i n d i c a t i o n s of an i n a b i l i t y t o compose 
poetry : t h a t i s , the actresses have upon him the same e f f e c t as the 
t h e a t r i c a l u n r e a l i t y of Egipetskaya marka. P a r t i c u l a r l y s t r i k i n g here 
i s the correspondence between the l i n e s of ' f l HapaBHe c npyrHMH1 
( I , no. 122, t o Arbenina): 'Ha AHKVK>, nyxyro/MHe noflMerairm K P O B B ' and 
the s u b s t i t u t i o n of l i f e i t s e l f i n Egipetskaya marka; the disease of 
u n r e a l i t y i s apparently a t a more advanced stage i n the prose work. 
I t i s also important t o note t h a t i n the cases of the poem to 
Arbenina, the poem on h i s r e l a t i o n s h i p w i t h Vaksel ( I , no. 144), and 
Egipetskaya m a r k a , the absence of p o e t r y , stemming from a sense of 
g u i l t and g r i e f ( i n the case of the two poems) and from h i s s a t u r a t i o n 
w i t h u n r e a l i t y ( i n the case of the p r o s e ) , i s described i n terms of 
the mouth and of t a s t e : 
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He VTOJineT CJIOBO 
MHe nepecoxmHX ycT ... ( I , no, 122) 
.., Ha ry6ax ocTae-rcn HHTapHan cyxocrb ... ( I , no. 144) 
... npHBKyc MeflH B O p T y ( I I , p. 34) 
Here, as i n the l a t e r poem 'CoxpanH MOIO pevib naBcer-fla sa npHBKyc 
necMacTbH H flbMa1 ( I , no. 235), the word leaves behind i t n o t h i n g 
more than an a f t e r t a s t e . I n the 1931 poem the t a s t e i s the r e s u l t of 
the poet's b i t t e r acceptance of h i s r o l e as 'oTmeneHeu, B HapoAHoii 
ceMbe' whereas i n Egipetskaya marka the word's a s p i r i n - l i k e a f t e r t a s t e 
stands i n c l e a r c o n t r a s t to the diseased s t a t e of s o c i e t y and a r t t o 
which the poet i s exposed. Poetry, indeed considered by Mandelstam 
t o be c u r a t i v e i n nature ('Zapisnye k n i z h k i ' , I I I , p. 159), i s now 
reduced t o the banal medicinal image of c o d - l i v e r o i l ('rybiy z h i r ' ) , 
which i s composed of a v a r i e t y o f r e p u l s i v e elements; '.,. CMect 
n o s a p o B , KejiTbix 3eMHbix y T p H BopBaHH: BKyc BbipBaHHbix jionHyBmHX r j i a s .„' 
( I I , p. 34). I n i n c l u d i n g an a l l u s i o n t o Madame Bovary i n a passage 
of t h i s nature where images appeal to the sense o f t a s t e , Mandelstam 
had perhaps not f o r g o t t e n t h a t the arsenic which Mme Bovary consumed 
l e f t her w i t h a 'gout d' encre' , a substance which Mandelstam 
associated w i t h the i n i m i c a l work of the l i t t e r a t e u r s (see below, 
s e c t i o n ( d ) ) . 
Madame Bovary i s concerned not only w i t h f a t a l i t y , of course, 
but w i t h s u i c i d e (a f a c t emphasised by the mention of Anna Karenina 
i n the same sentence), and i t seems here t h a t Mandelstam i s s t a t i n g 
reasons why s u i c i d e should i d e a l l y be r e j e c t e d . I t i s not a r e a l i s t i c 
choice, f o r as a poet he must continue to l i v e and continue t o w r i t e 
p o e t r y , even though death might seem p r e f e r a b l e t o l i f e . Nadezhda 
Yakovlevna's comments are most i l l u m i n a t i n g i n t h i s respect: 
Ob'biMHOH <|>opMOH caMoySHHCTBa O.M. He npH3HaBaji, tcaic H 
AHHa AHflpeeBHa. A Ha caMoy6HficTBO Tonicajio B e e -
OflHHOMeCTBO, H30JIHUJIH, BpeMH ... 
(N.Ya. I , p. 166) 
CMepTb 6bina HacTOjibKo peanbHee H nporae X H3H H . . . 
(N.Ya. I , p. 279) 
The 'neobychnaya' form of s u i c i d e i m p l i e d here i s the w r i t i n g of 
p o e t r y such as Mandelstam was unable t o w r i t e d u r i n g the s i l e n c e , but 
which was f i n a l l y t o b r i n g d i s a s t e r i n 1934. 
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(b) Music 
Music too i s shown to be a t r i s k i n Egipetskaya parka. I t i s 
perhaps the most i m a g i n a t i v e l y represented a r t form i n Egipetskaya 
marka, b u t i t i s c h a r a c t e r i s e d by i t s v u l n e r a b i l i t y . Mandelstam's 
a t t i t u d e t o music has been discussed i n Chapter Two (see above, 
p. 60): t h i s was the a r t which was f o r him most c l o s e l y r e l a t e d t o 
p o e t r y , f o r l i k e p o e t r y s i t i s c o n c e r n e d x-rith sound and w i t h 
performance. Mandelstam's most i n s i s t e n t i d e n t i f i c a t i o n of p o e t r y 
and music i s t o be found i n the Razgovor o Dante, where he compares 
poet and conductor - both of whom must coordinate d i s p a r a t e elements 
i n performance ( I I , pp. 395-396). 
Nei t h e r i n s t r u m e n t a l nor vocal music t h r i v e s i r i Egipetskaya 
marka. References t o the former are u s u a l l y of a nature which 
i n d i c a t e s the a b s e n c e of music: the o l d music-teacher 1s keyboard i s 
'mute' ( I I , p. 39), and double basses are present only i n an analogy 
d e s c r i b i n g the movement of c a r r i a g e s ( I I , p. 39) and an impossible 
paradise ( I I , p. 26). However, i t i s apparent t h a t of the two forms 
i n s t r u m e n t a l music i s the more l i k e l y t o s u r v i v e . Whereas the 
p r e s e r v a t i o n of the piano i s stressed ( I I , pp. 5, 24), the death of 
song i s repeatedly emphasised ( I I , pp. 5, 8, 35-36). This i s i n 
accordance w i t h the t r e n d i n music which Mandelstam had observed i n 
'Pushkin i Skryabin' as being p a r t of the general t u r n i n g away from 
C h r i s t i a n i t y i n a r t : 'PaspwB CKpaSHHa c TOJIOCOM, ero B&JIHKOe 
yBJienemie cnpenoH nuaHHSMa, 3HaMeHyeT yTpai'y xpHCTHancKoro onormeHHH 
JIHWHOCTH ..." ( I I , p. 317). He thought of the voice and c h o i r as an 
expression of 'sobornost'', a sense of brotherhood which allowed 
i n d i v i d u a l s t o r e t a i n a f u l l freedom of t h e i r own p e r s o n a l i t y w h i l e 
being p a r t of the sobor. This i s conveyed c l e a r l y i n the p o e t r y : 
'Bee npH^amaioTCH, nrpawT H noioT ( I , no. 117), where the verb 
' i g r a t " i m p l i e s the freedom and j o y f u l n e s s i n h e r e n t i n such 
p a r t i c i p a t i o n . S i m i l a r l y , i n the poem 'B pa3Horojiocnu.e ReBH^ecKoro 
xopa' ( I , no. 84), a correspondence between music, physiology and 
a r c h i t e c t u r e i n d i c a t e s the joyous p a r t i c i p a t i o n of i n d i v i d u a l 
elements. This p a r t i c i p a t i o n i s of the order of t h a t displayed by 
stones i n a b u i l d i n g or by words i n a poem: i n 'Utro akmeizma' 
Mandelstam's musical analogy suggests the d e p t h and richness i n v o l v e d 
here:.'... CHM$OHHH C opranoM H neHHeM ...' ( I I , p. 324). Again 
the 'Pushkin i Skryabin' fragments demonstrate the reasons f o r the 
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disappearance o f such music: i t can be t o l e r a t e d o n l y by a f r e e and 
joyous u n i t y based on the concept of ' l i c h n o s t ' ' ( I I , pp. 316-317). 
I t i s q u i t e apparent t h a t the world of Egipetskaya marka obeys none 
of these requirements, and hence, i n Egipetskaya marka, as i n the 
p r e - C h r i s t i a n w o r l d ( I I , p. 316), music i s a t h i n g t o be fea r e d . 
Therefore the grand piano i n Egipetskaya marka i s f e d upon innocuous 
d e l i c a c i e s - asparagus sonatinas, so t h a t passions might not be 
roused; once again an a r t form has been reduced t o the l e v e l of food. 
. The forms of s i n g i n g which appear i h Egipetskaya marka demonst-
r a t e f u r t h e r the regre s s i o n from C h r i s t i a n music as depicted i n 
'Pushkin i Skryabin'. I n the case of Bosio the noises which become 
transformed i n her d e l i r i u m i n t o an o p e r a t i c o v e r t u r e are i n e f f e c t 
the ' o f f i c i a l ' and 'ar r e s t e d ' clamour of the f i r e - b r i g a d e . The 
sounds which she produces are as s t r i d e n t ('grudnym neobrabotannym 
tembrom', I I , p. 36) as those of the firemen's horns, which are 
q u a l i f i e d by the a d j e c t i v e 'petushinyy' ( s t r i d e n t , clamorous). The 
same a d j e c t i v e i s used also i n connection w i t h the s i n g i n g of the 
Lutherans, an occupation which c l e a r l y does not accord w i t h the 
performance of C h r i s t i a n music. There i s an element of compunction 
here - 'nuzhno p e t ' ' - and the r e l i g i o n which such s i n g i n g celebrates 
i s depicted i n a t y p i c a l l y h o s t i l e f a s h i o n - through food imagery: 
' . . . cbinanHCb ropoxoM, n a x r a i C I I H P T O M H TBoporoM' ( I I , p. 3 1 ) . 
The most d e t a i l e d d e s c r i p t i o n of c h o i r - s i n g i n g i n Egipetskaya 
marka, t h a t of the Cossack squadron, ( I I , p. 40), i s f a r from p o s i t i v e . 
I t i s associated w i t h food imagery, w i t h the golden f o i l of hops. The 
song forms the Cossacks' c h i e f a c t i v i t y ; the i n t o x i c a t i o n which i t 
produces represents the v i c t u a l s , w h i l e the t r a d i t i o n a l a c t i o n of the 
ca v a l r y i s simply the condiments: ' O H a C B O G O A H I I H npHBapoK K MenKOMy 
TonoTy, TeHbKaHbio H n o T y ' ( I I , p. 40). The song occupies a more 
prominent place than the a c t u a l a c t i v i t y , i n much the same way a s the 
t h e a t r i c a l side of the 1830 r e v o l u t i o n was more impressive than the 
a c t u a l h i s t o r i c a l events. The i m p l i c a t i o n i s t h a t the song i s of the 
order of t h a t p e r n i c i o u s but d e c e p t i v e l y a t t r a c t i v e covering which 
c h a r a c t e r i s e d the Petersburg a i r (see above, p. 92). The image of 
gold f o i l c e r t a i n l y accords w i t h such an i n t e r p r e t a t i o n , as does the 
l e v e l on which the song f l o a t s - ' . . . c sepicajibHUMH oKHaMH 6ejib3Ta»efi 
...', which bears a s t r i k i n g resemblance t o those windows which had 
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been shown to be as deceptive as the disease-ridden a i r : noA 
3epKajiBHHMH seHKaMH 6apcKO-xojryHCKHX KBapTHp .,,' ( I I , p. 38). The 
most negative f e a t u r e i n the d e s c r i p t i o n o f t h i s c h o i r , however, i s 
the l a c k of i n d i v i d u a l i t y of i t s members. They have an a n i m a l - l i k e 
appearance ('mokhnatyy') and t h e i r monotonous s i m i l a r i t y and f a c e l e s s -
ness leads t o i m p l i c a t i o n s t h a t they are b l i n d : c jinuaMH, 
nOBepHVTblMH nOJIOCOHB, K3K OflHHaKOBbie KOCbie nOJITHHHHKH ... Ha 
cjieneHBKHx MoxHarax SainKHpKax ( I I , p. AO). The concept of 
si n g i n g as described so a f f i r m a t i v e l y i n 'Pushkin i Skryabin' i s q u i t e 
absent i n Egipetskaya marka. I t appears here only i n a d i s t o r t e d , 
debased form. This can be seen f u r t h e r from the h i n t Mandelstam gives 
about the confusion of the spheres of music and other a r t forms, a 
confusion which was e x h i b i t e d i n a c t u a l f a c t by the Soviet poets' 
i n s i s t e n c e t h a t t h e i r work was 'song' - a p r a c t i c e which was deeply 
d i s t a s t e f u l t o Mandelstam, degrading t o both p o e t r y and song. This 
i s represented i n Egipetskaya marka i n the c a r i c a t u r e of the Fontanka, 
patroness o f Tragedy, who appears as a shabby L o r e l e i p l a y i n g on a 
comb w i t h missing t e e t h , an image which perhaps p r e f i g u r e s t h a t of 
the poem ' K B a p r a p a raxa, xax 6yMara' ( I , no. 272), where the reference 
i s d i r e c t l y t o p o e t i c , r a t h e r than dramatic, composition: 'A H K B K 
Aypax Ha rpe6eHKe/06fi3aH KOMy-TO HrpaTb ...'. 
Only two s p e c i f i c pieces of music are named i n Egipetskaya 
marka: these are o r c h e s t r a l pieces, Beethoven's Leonora and Egmont 
ov e r t u r e s . T h e i r f u n c t i o n i n the work i s t o form a n i r o n i c complem-
ent t o Parnok's h e r o i c rescue attempt. Both overtures are connected 
w i t h s t o r i e s of a l t r u i s t i c courage: the former w i t h Fidelio/Leonora's 
rescue of her husband F l o r e s t a n , h e l d i n P i z a r r o ' s p r i s o n a f t e r 
t r y i n g t o expose the l a t t e r ' s c o r r u p t i o n ; the second w i t h Egmont, who 
opposed P h i l i p of Spain, and was beheaded by the Duke of Alva i n 1567. 
I t i s important t o note t h a t these pieces are not a c t u a l l y heard i n 
Egipetskaya marka, but t h e i r presence i n the f u t u r e merely h i n t e d a t ; 
these are the s t r a i n s which the 'arabeski' of Egipetskaya marka would 
take up: '... B fijiaroAapHOCTt CBoeMy TBopn.y T V T ace saBapHT yBepTiopy 
K JleoHope HJIH K 3rMOHTy E e r x o B e H a ' ( I I , p. 41). S i m i l a r l y , Parnok's 
h e r o i c attempt i s given no s a t i s f a c t o r y conclusion i n Egipetskaya 
marka. Moreover, Parnok's actions seem t i m i d and vague i n comparison 
w i t h the very p o s i t i v e heroism of Leonora and Egmont. 
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I t i s t y p i c a l of Egipetskaya marka t h a t the longest passage on 
music ( I I , pp. 23-24) should be devoted to music i n a v i s u a l form -
musical n o t a t i o n . This i s a form which i s q u i t e a l i e n to Mandelstam 
because i t i s not c h a r a c t e r i s e d by the v i t a l 'ispolnyayushchee 
ponimanie', so important to both p o e t r y and music (Razgovor o Dante, 
I I , p. 364). He does not seem to associate music i n w r i t t e n form 
w i t h t h a t i n a u d i b l e form, as many musicians would. Lt i s f i t t i n g 
t h a t the musical n o t a t i o n discussed should be t h a t of piano music 
('fortepiannoy gammy', I I , p. 23), f o r as the piano has been removed 
to a place of storage i t s music can now s u r v i v e only i n v i s u a l form. 
This s e c t i o n i s an extremely i n t e r e s t i n g one. The impressions which 
Mandelstam gives of the musical n o t a t i o n of composers from Bach to 
L i z s t are d e l i g h t f u l l y s u c c i n c t , but a t the same time they are 
expressed i n images e n t i r e l y i n keeping w i t h Egipetskaya marka as a 
whole. These images can be d i v i d e d i n t o two c a t e g o r i e s : those assoc-
i a t e d w i t h the. p l a n t world ( f r u i t , f r u i t - s t o n e s , t r e e s ) and those 
associated w i t h r e v o l u t i o n ( b a t t l e and chaos). I n the former group 
the t r e e imagery conveys simply the appearance of musical n o t a t i o n . 
Here the d e s c r i p t i o n s of Mozart and Beethoven seem p a r t i c u l a r l y apt; 
Mandelstam expresses a l l the elegance and charm of Mozart i n the image 
of hanging gardens, t r e m b l i n g on f i v e w i res - no doubt a r e f l e c t i o n of 
those f i v e l i n e s which support a stave, w h i l e the reference- to 
Beethoven's 'stubby' bushes b r i n g s t o mind the aggressive terseness 
of Beethoven's sonata s t r u c t u r e s . The f r u i t - s t o n e imagery, t h a t of a 
p a t t e r n of plum-stones, i s again an i m p r e s s i o n i s t i c r e p r e s e n t a t i o n of 
the v i s u a l appearance of music - the p a t t e r n of l i g h t and dark 
i n t e r v a l s on a page. The p o t e n t i a l of a f r u i t - s t o n e i s also h i n t e d a t 
here: whereas a f r u i t - s t o n e normally has the a b i l i t y t o produce more 
f r u i t , the p o t e n t i a l of the plum-stone here l i e s i n i t s p o s i t i v e 
a b i l i t y t o dismember the darkness of the n i g h t which approaches so 
menacingly ( I I , p. 22). The s p e c i f i c choice of the plum-stone i s 
perhaps also connected w i t h the p a r a l l e l degeneration i n m a t e r i a l and 
a r t i s t i c circumstances which Mandelstam was experiencing when he wrote 
Egipetskaya marka. I n 'Kiev' Mandelstam s p e c i f i e s ' s l i v y a n k a ' (plum 
brandy) as one of those l u x u r i e s which make l i f e bearable ( I I I , p. 9) . 
The plum's appearance i n Egipetskaya marka i n i t s most basic form i s 
p a r a l l e l t o the presence of music i n i t s l e a s t s a t i s f a c t o r y , l e a s t 
f u l f i l l e d form. The images of f r u i t i t s e l f , those of the grape and 
the r a i s i n ( t h e l a t t e r also f e a t u r e s i n Mandelstam's l i s t o f l i f e ' s 
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necessary l u x u r i e s - I I I , p. 9) are fused w i t h b a t t l e imagery i n the 
d e p i c t i o n of the v i s u a l aspect of music. Each beat, composed of 
s e v e r a l notes, i s l i k e n e d to a l i t t l e boat laden w i t h grapes, which 
r e c a l l s the imagery of '0 p r i r o d e s l o v a ' , where po e t r y i s c h a r a c t e r -
i s e d as a vessel equipped w i t h e v e r y t h i n g necessary f o r l i f e ( I I , 
p. 259). The p i c t u r e of the l i t t l e boat i s developed i n the 
r e p r e s e n t a t i o n of a whole page of music as a deployment of s a i l i n g 
f l o t i l l a s i n a b a t t l e , which suggests the sense of o r g a n i s a t i o n 
i n h e r e n t i n w r i t t e n music. The emphasis on the imagery of b a t t l e and 
the f r u i t - s t o n e conveys an impression of a r i d r i g i d i t y , r a t h e r than 
of the j o y f u l freedom and abundance w i t h which music should be 
connected. A c o n s i d e r a t i o n of Mandelstarn's a p p l i c a t i o n of p l a n t 
imagery t o music i n Puteshestvie v Armeniyu h i g h l i g h t s i t s n e g ative 
f u n c t i o n i n Egipetskaya marka. I n Puteshestvie v Armeniyu the s t r e s s 
i s on the richness and f e r t i l i t y of the p l a n t w o r l d : 'Cnenhie 
jfcejie3HCTbie arop^i BHcenH Tpe9Ey*ibHMH, nHTH3By*n>JiMH, nejin BWBOAKanH H 
no HOTaMf ( I I , p. 151). The d e p i c t i o n of Bach's musical n o t a t i o n i n 
Egipetskaya marka as 'sheaves of d r i e d mushrooms' c o n t r a s t s v i v i d l y 
w i t h the dis c u s s i o n i n Puteshestvie v Armeniyu of P a l l a s , the 
n a t u r a l i s t , i n terms of German music: 
TenecHyio KpyrcrocTb H Jiio6e3HocTb HCMeuKOH My3HKH OH nepenec 
Ha p y c c K i i e paBHHHbi. EejibiMH pyicaMH KOHu,epTMeHCTepa OH 
co6HpaeT poccHHCKHe rpHCbi. CbipaH sauma ... 
( I I , p. 163) 
I t i s important to note t h a t i t i s the image of b a t t l e which i s 
the more f u l l y developed. B a t t l e imagery i s a f e a t u r e which occurs i n 
Mandelstam's discussions of p o e t r y ('0 p r i r o d e s l o v a ' , I I , p. 251, 
'Zametki o p o e z i i ' , I I , p. 260); i n the Razgovor o Dante he describes 
i t as a necessary p a r t of the p o e t i c process, which the modern, a n t i -
p o e t i c cinema l a c k s : 
Meacfly TeM coBpeMeHHOe K H H O C ero MeTaMop$030H jieHTO*moro 
r j i H C T a o 6 o p a i H B a e T C J i 3JieHmea napo^Heft Ha opy#HHHOCTb 
II03THHeCKOH pe* lH, lTOTOMy HTO Kanpbl ABHKyTCH B He.M 6e3 
6opb6bi, H TOjibKO CMeHHioT npyr flpyra. 
( I I , p. 364) 
I n Egipetskaya marka, however, the emphasis i s not on clash and 
c o n t r a s t w i t h i n b a t t l e , but on the r i g i d i t y of m i l i t a r y o r g a n i s a t i o n 
- the p l a n of the arrangement of plum stones and the o r g a n i s a t i o n of 
the s a i l i n g f l o t i l l a s . Even Bach and Handel ( d i s t i n g u i s h e d from the 
other composers i n t h a t they are l e a s t of a l l associated w i t h the piano) 
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are c h a r a c t e r i s e d by suggestions of s t r u g g l e . Handel's measured 
tones are seen to be i n v o l v e d i n the chaos i m p l i e d b y the r a c i n g 
t u r t l e s , w h i l e i t i s Bach's m i l i t a r y nature which i s stressed - a 
comment perhaps on the almost m i l i t a r y , h ypnotic r e g u l a r i t y of Bach's 
rhythms. 
The emphasis on s t r u g g l e i s epitomised i n the i d e n t i f i c a t i o n of 
a page o f music w i t h a r e v o l u t i o n i n an ancient German town. I t i s 
c l e a r l y f i t t i n g t h a t i n a work set i n 1917 music should be t r e a t e d i n 
terms of r e v o l u t i o n . There are obvious v i s u a l p a r a l l e l s between t h i s 
treatment and the appearance of musical n o t a t i o n , but at the same time 
the imagery employed i s t h a t of Mandelstam's discussions of r e v o l u t i o n 
i n other works: 
MHpaxHbie r o p o f l a H O T H H X 3HaicoB C T O H T , KaK cKBopemHHKH, 
B KHiiHmeH c r o n e . . . 
BonbmerojioBbie flera. C K B O P U M . P a c n p a r a i o T K a p e T y 
K H H 3 Ho IDaxMaTHCTbi BbiSeraiOT H 3 K O $ e e H , pa3MaxH3an $ep3fiMH 
H nemicaMH. 
( I I , p. 24) 
The chaos and f e a r ensuing from r e v o l u t i o n are conveyed i n the c h a o t i c 
images d e p i c t i n g the u s u a l l y very ordered chess game. The unharnessed 
c a r r i a g e recurs and i s e l u c i d a t e d at the end of the work: 'Orpax 
p a c n p n r a e T j i o m a f l e n , K o r f l a HVHHO e x a r b , H n o c u n a e T HaM CHTJ C 
6ecnpH*iHHHo-HH3KHMH noTOJiKaMH' ( I I , p. 4 1 ) . The image of the 'low 
c e i l i n g ' was e v i d e n t l y one which Mandelstam associated w i t h the 
unpleasant aftermath of r e v o l u t i o n , f o r i t occurs i n h i s t r a n s l a t i o n 
of Barbier's 'La p o p u l a r i t e ' , where i t i s both a more i m a g i n a t i v e and 
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more ominous v e r s i o n of Barbier's 'sombres c i e u x 1 : 'Pa3RVTbiM TeMeHeM 
6onbnierojiOBOH Ka^Kn/KonoTHT icpbimy H H3K H X T y ^ ' (Sov. ed. no. 280). 
The atmosphere created i n the musical passage i s one of t h r e a t , and, 
as i n 'H3biK SyjibramiKa MHe rojiyCa noHHTHefi' ( I , no. 138), the b i r d s , 
the 'large-headed c h i l d r e n ' , represent those most i n danger. 
S i m i l a r l y at r i s k are the ' s t a r l i n g boxes ' which t o the Russian 
would i n d i c a t e a comforting b a n a l i t y . Mandelstam employs t h i s image 
when di s c u s s i n g c i t i e s exposed to t h r e a t ( I , no. 119, stanza 5 ) , t o 
denote the very h e a r t of a c i t y ('Kholodnoe l e t o ' , I I , p. 131), and 
i n the l i s t i n g of everyday c h a r a c t e r i s t i c s of a c i t y ( I , no. 140, 
stanza 5 ) . I n Egipetskaya marka i t f i r s t appears i n musical terms 
( t o represent a v i o l i n ) . A p t l y , the music w i t h which these s t a r l i n g 
houses are associated i s i n w r i t t e n form o n l y : '... no RjiKHHOt-ry 
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CBHTKy pyKOiracnbix H O T' ( I I , p. 16). I n the case of musical n o t a t i o n , 
which i s c l e a r l y i d e n t i f i e d w i t h a c i t y - 'rairazhnye goroda', 
' f o n a r s h c h i k i ' - the s t a r l i n g houses p l a y an important r o l e i n s t r e s s -
i n g the danger t o which music i s s u b j e c t : the c o n t r a s t between the 
l i g h t n e s s of the s t a r l i n g h o u s e - c i t i e s and the b o i l i n g p i t c h c a r r i e s 
an unmistakable t h r e a t . 
The danger i m p l i e d i s p a r t l y due t o the f a c t t h a t the musical 
n o t a t i o n d e picted i s s p e c i f i c a l l y t h a t of piano music; l i k e the 
y o u t h f u l i d e a l i s m of the 'bol'shegolovye' (of 'H S H K CyjnjxtHHKa MHe 
rojry6fi n o H H T H e f t ' ) , the storm created by the * b o l * shegolovye d e t i ' of 
piano music can create a h o s t i l e backlash. One of the y o u t h f u l i d e a l -
i s t s of the poem ( I , no. 138) was Herzen, whose p o l i t i c a l thought 
Mandelstam had l i k e n e d i n Shum vremeni t o a Beethoven sonata ( I I , 
p. 98). F i t t i n g l y , the c h a r a c t e r i s a t i o n of Beethoven's music i n 
Egipetskaya marka c l e a r l y r e f l e c t s a stormy, r e v o l u t i o n a r y n a t u r e : 
the descending and ascending ' l a m p l i g h t e r s ' , w h i l e being an accurate 
impression of the r a p i d descending and ascending f i g u r a t i o n s i n 
Beethoven's piano sonatas ( f o r example op. I l l ) , also convey a sense 
of f e v e r i s h haste, and the 'cavalry of eighths and s i x t e e n t h s ' ( t h a t 
i s , the semi and demisemiquavers) r e f l e c t an i n c r e a s i n g l y stormy 
emotion ( t h e concluding passages of op. I l l are again a case i n p o i n t ) . 
I n c o n s i d e r i n g Beethoven i n such stormy, r e v o l u t i o n a r y terms, 
Mandelstam had perhaps i n mind the i d e n t i f i c a t i o n which Beethoven 
f e l t w i t h Napoleon and which came out i n much of h i s music. This 
i d e n t i f i c a t i o n was n o t w i t h o u t i t s own backlash - i n the f i r s t MS of 
the E r o i c a symphony the t i t l e was o r i g i n a l l y Bonaparte, but t h i s was 
removed w i t h much i n d i g n a t i o n when Beethoven learned t h a t h i s 'hero' 
had become Emperor - heroism had given way t o what Beethoven saw t o 
be ambition and tyranny. Beethoven's i n c l u s i o n i n t h i s passage i s no 
doubt occasioned by the correspondence between the s i t u a t i o n s of 
composer and poet: both Beethoven and Mandelstam were t o r t u r e d by a 
form of deafness which hindered them i n t h e i r work. 
I t i s s i g n i f i c a n t t h a t Chopin, the composer i n whom Mandelstam 
saw the most pronounced ' i n d i v i d u a l i s t i c h e s k o y e nachalo' (N.Ya. I I , 
p. 127) - presumably because he was f i r s t and foremost a composer of 
piano music - should head the l i s t of composers d e p i c t e d , and t h a t he 
should be f o l l o w e d immediately by L i z s t . L i z s t ' s p e r s i s t e n t demands 
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f o r v i r t u o s i t y are conveyed i n the image of the s t a i r c a s e festooned 
w i t h b e l l s , w h i l e something of the rage of the v i r t u o s o i s present 
i n the p i c t u r e of the n o t a t i o n waving crutches and v a i n l y w i e l d i n g 
f i r e - l a d d e r s . 
'Languid' Schumann's 'washing' hung out to dry does not c o n t r a -
d i c t the stormy impressions of Beethoven, Chopin and L i z s t , f o r i t 
b r i n g s t o mind Parnok's chaotic experiences w i t h the laundry. I n 
d e f i n i n g Schumann as 'languid' Mandelstam was perhaps a l l u d i n g t o the 
languorous mood prominent i n Schumann's piano music ( i n Carnaval 
(op. 9 ) , two pieces under Eusebius (no. 5) where the l a r g e groupings 
of notes - septu p l e t s and q u i n t u p l e t s do indeed g i v e the impression 
of washing on a l i n e ) . 
The o v e r a l l impact of the musical n o t a t i o n passage i s h o s t i l e , 
and i t i m p l i e s t h a t i n i t s u n f u l f i l l e d , w r i t t e n , form music i s 
s u s c e p t i b l e to the d e s t r u c t i o n which overcomes i t s exponent, Bosio. 
A comparison between the assessment of music present i n the n o t a t i o n 
passage, and an assessment of poetry through s i m i l a r images of 
r e v o l u t i o n and f r u i t i n 'K nemetskoy r e c h i ' ( I , no. 266) emphasises 
Mandelstam's lack of confidence i n composition at the time of 
Egipetskaya marka. I t i s important t h a t the r e v o l u t i o n associated 
w i t h music i n Egipetskaya marka should be s p e c i f i c a l l y t h a t of a 
German town. This i s no doubt p a r t l y a t t r i b u t a b l e t o the f a c t t h a t 
the composers discussed are l a r g e l y from Germany or from c o u n t r i e s 
b o r d e r i n g on Germany. At the same time i t i s i n t e r e s t i n g t o note t h a t 
the r e p r e s e n t a t i o n of Schubert, whom Mandelstam associated very 
c l o s e l y w i t h Goethe, forms a d i s t o r t e d v e r s i o n of Mandelstam's j o y f u l 
r e d i s c o v e r y of German poetry i n 1932 i n 'K nemetskoy r e c h i ' ( I , 
no. 266). Schubert's ' n o t a t i o n a l v i n e y a r d ' i n Egipetskaya marka 
d i s p l a y s the e f f e c t of chao t i c r e v o l u t i o n : pacxneBaH no 
KocTo^eK H HcxnecTaH 6ypeii' ( I I , p. 24). I n the poem, however, 
p o e t r y (and the poet, i n the person of C h r i s t i a n K l e i s t ) i s shown t o 
have a r e s i l i e n c e and to prosper i n the face of storms. The concentr-
a t i o n here i s not on the grape i n i t s reduced form, but on the grape 
w i t h a p o t e n t i a l f r u i t f u l n e s s . This i s the case i n the s i m i l a r l y 
c e l e b r a t o r y 'Batyushkov' ( I , no. 261): 
H 6V K B O H 6bin, 6bui BHHorpaAHOH CTpOMKOH ( I , no. 266) 
compare 
ToJIbKO C T H X O B BHHOrpaflHOe MHCO 
MHe ocBeaotiio cjiyuaHHO H3WK. ( I , no. 261) 
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This i s q u i t e d i f f e r e n t from the complex of images i n v o l v i n g g r a i n 
and bread, where the more t a n g i b l e element was seen t o be t h e l e a s t 
a f f i r m a t i v e . The g r a p e belongs t o a group which i n d i c a t e s the 
refreshment and enrichment t o be gained from works of a r t : i n t h e 
a r t i c l e 'Slovo i k u l ' t u r a ' the poet i s seen to gain i n s p i r a t i o n from 
the 'wine' of c l a s s i c a l p o e t s ( I I , p. 225). The r i c h grape image of 
'Batyushkov' c o n t r a s t s w i t h the s t o r m - a f f l i c t e d grapes> the plum-
stones and the lemon p i p of Egipetskaya. marka. A f u r t h e r c o n t r a s t 
e x i s t s between the n o t a t i o n a l passage of Egipetskaya marka and t h e 
c e l e b r a t i o n of German po e t r y : whereas the movement and l a c k of c o n t r o l 
of horses had been used i n the s e t t i n g o f r e v o l u t i o n t o create an 
atmosphere of t h r e a t and f e a r ( I I , pp. 24, 41; compare a l s o I , 
no. 138, l i n e 28), i n the 'German' poem such movement represents the 
f i r s t j o y f u l s t i r r i n g s of p o e t r y : '... K O K H rapu;eBanH/H, CJIOBHO 
6yKBH, npwrajiH na MecTe' ( I , no. 266), 
(c) P a i n t i n g 
Mandelstam had a r a t h e r more ambiguous a t t i t u d e towards p a i n t i n g 
than to p o e t r y and music. He c l e a r l y admired c e r t a i n groups of 
p a i n t e r s ( t h e I m p r e s s i o n i s t s , f o r example, see b e l o w , p. 169), b u t a t 
the same time, i t i s evident from Puteshestvie v Armeniyu t h a t 
he considered p a i n t i n g t o be at one remove from l i f e i t s e l f : 
MaTepnan HHBonHCH opraHH30B £ H SecnpoHrpbrnmo, H 
B S T O M e r o oTJiHine OT HaTypbi. Ho BepoHTHocTB THpaaca 
o6paTHo nponopu,HOHajn>Ha e r o ocymecTBHMocTH • 
( I I , p. 162) 
C e r t a i n t y , according to Mandelstam, has t h e lowest p r a c t i c a b i l i t y : 
although a p a i n t i n g records a p a r t i c u l a r scene, and perhaps an i d e a l 
scene, i n a f i x e d form, t h i s does not accord w i t h nature i t s e l f which 
i s c o n s t a n t l y changing. I n Puteshestvie v Armeniyu Mandelstam dwells 
a t some l e n g t h on the way i n which a p a i n t i n g should be appreciated. 
T h i s , i t w o u l d appear, i s because i n i t s s t a t i c form p a i n t i n g i s 
h i g h l y s u s c e p t i b l e t o t h e abuse of being appreciated o n l y a t i t s most 
basic l e v e l - t h a t i s , on t h e l e v e l of how i t d e p i c t s t h a t r e a l i t y 
which t h e viewer knows. Mandelstam speaks of t h e n e e d t o remove and 
t o wash away an outer s h e l l , i n order t h a t t h e p a i n t i n g ' s t r u e w orth, 
i t s 'inner s e c r e t i o n s ' , might be perceived: 
... HauHnaiiTe B T O P O H 3?an pecTaBpauiiH KapTHHbi, ee 
OTMMBanHH, coBJie^eHMH c Hee BeTxoft menyxn, HapyKHoro 
H nosnHefimero sapnapcKoro C J I O H , K O T O P H H coenHHHeT ee, 
KaK BCHKyio Bem.b, c cojmeMHoii H crymeHiioii n;eHCTBHTejibHOCTbK>. 
( I I , p. 161) 
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Mandelstam's somewhat cautious approach to p a i n t i n g i s i n 
evidence i n Egipetskaya marka i n h i s d e p i c t i o n of the Barbizon school. 
F i r s t l y , however, there are three less s i g n i f i c a n t a l l u s i o n s to 
p a i n t i n g which must be considered. The f i r s t reference i s a t the end 
of the laundry scene and i t f u l f i l s the f u n c t i o n of t r a n s f o r m i n g what 
i s banal and t h r e a t e n i n g i n t o a t r a d i t i o n a l b i b l i c a l f r e s c o ( I I , 
p. 16). Here, as Clarence Brown points out . Mandelstarn-was perhaps 
guided by the r e l a t i o n s h i p of Father B r u n i (present w i t h Parnok i n 
the laundry) t o the a r t i s t Fyodor Antonovich B r u n i , famous f o r h i s 
b i b l i c a l and h i s t o r i c a l p a i n t i n g s and f o r h i s decorations i n 
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St. Isaac's Cathedral . The r e s u l t i s the metamorphosis o f the 
i n e f f e c t u a l Father Bruni and the steam-bound laundresses (whose 
b a n a l i t y i s epitomised i n the doughnut image), i n t o a c h o i r of heavenly 
cherubim, a f t e r the s t y l e of those appearing i n The Concert, a p i c t u r e 
a t t r i b u t e d v a r i o u s l y to T i t i a n and Giorgione. Giorgione's work i s 
r e f e r r e d t o once more i n connection w i t h Parnok 1s adventures: on t h i s 
occasion i t i s to the p a i n t i n g of the Jewish heroine J u d i t h ( I I , 
p. 26), and the reference has the e f f e c t of l i f t i n g Parnok's s i t u a t i o n 
to a more dramatic l e v e l . The t h i r d a l l u s i o n to p a i n t i n g comprises 
d i f f e r e n t a r t i s t s , and has the f u n c t i o n of t r a n s f o r m i n g the dangerous 
p o s i t i o n i n which Parnok f i n d s h i m s e l f i n t o an a r t i s t i c , scene. I t i s 
noteworthy t h a t i n both t h i s and the f i r s t a l l u s i o n Mandelstam includes 
food imagery: here Parnok forms a ' c o c k t a i l ' ( I I , p. 19) of a r t i s t i c 
impressions - from Rembrandt and a ' k o z l i n o y ' Spanish p a i n t i n g . The 
former seems to be i n c l u d e d because of the h e a v i l y Jewish overtones 
of Parnok's f u t i l e v i s i t t o the j e w e l l e r ' s . Nadezhda Yakovlevna i n d i c -
ates t h a t Mandelstam had been i n f l u e n c e d on another occasion by a 
Rembrandt p a i n t i n g w i t h a Jewish theme - the P r o d i g a l Son (N.Ya. I I , 
p. 621), a p i c t u r e which he valued f o r the warmth of i t s g o l d and 
s c a r l e t glow. Perhaps the reference to Rembrandt i n Egipetskaya marka 
i s a metamorphosis of the s i c k l y , u n h e l p f u l aspects of the Jewish 
s e t t i n g which Parnok has j u s t encountered i n t o a scene of a more 
i d e a l i s t i c , Rembrandt-like warmth. The goaty Spanish p a i n t i n g i s 
connected w i t h the crowd from which Parnok i s c o n s t a n t l y f l e e i n g . 
A s sociations w i t h the goat i n Mandelstam's work are i n v a r i a b l y t h r e a t -
ening ( f o r example, I , no. 140, stanza 7; 'Chetvyortaya proza', I I , 
pp. 180, 186), and i n view of such a h o s t i l e e p i t h e t the f a c t t h a t 
t h i s i s a Spanish p a i n t i n g perhaps i n d i c a t e s the work of a p a i n t e r 
such as Goya, whose f a s c i n a t i o n w i t h the darker realms of t e r r o r and 
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menace i s r e f l e c t e d i n the a c t i v i t i e s of the crowd. 
The f o u r t h and longest reference t o p a i n t i n g i s the treatment 
of the Barbizon school ( I I , pp. 21-22). Here Mandelstatn mourns the 
f a c t t h a t he i s unable t o d e l i g h t i n the 'open a i r ' s t u d i e s o f the 
French school, being r e s t r i c t e d to the Hermitage's c o l l e c t i o n of 
'gloomy' Flemish landscapes. v I n lamenting h i s confinement he adds a 
h i n t of envy - u n l i k e the Barbizon p a i n t e r s who, when discouraged by 
t h e i r l a c k of success i n the Salon, were able t o s e t t l e and p a i n t i n 
the Forest of Fontainebleau, he can n e i t h e r create nor escape: 'Mne 
xo^ieTCH 6ex.atb or Moero nopora./Kyfla? Ha yjimje T S M H O' ( I , no. 140). 
Yet h i s q u a l i f i c a t i o n s are equal t o those of the Barbizon p a i n t e r s -
he i s unpopular w i t h the a u t h o r i t i e s , as the Barbizon p a i n t e r s were 
w i t h the a u t h o r i t i e s which emerged from the 1830 r e v o l u t i o n s ' This i s 
the p a i n t i n g of democrats, of those who don't change t h e i r l i n e n ... 
This a r t displeases and d i s q u i e t s me'*"^. L i k e the Barbizon p a i n t e r s 
Mandelstam has an awareness of c o l o u r , but t h i s i s described i n 
s t r i c t l y negative terms: the ' c a r d i n a l v i o l e t ' i m p l i e s some k i n d of 
r i t u a l and the blue 'cud' of an a l i e n p l a n e t r e c a l l s the f e a t u r e l e s s 
cud of nineteenth-century thought ('0 p r i r o d e s l o v a ' , I I , p. 243). 
The d e p i c t i o n of colour i n terms of p a i n caused to the eye 
('razdrazhitel'no-krasnuyu trakhomu', I I , p. 21) i s the only f e a t u r e 
i n t h i s passage which accords w i t h Mandelstam's major treatment of 
p a i n t i n g i n Puteshestvie v Armeniyu ( f o r example, I I , p. 160). I t i s 
s i g n i f i c a n t t h a t the Barbizon p a i n t i n g s are shown i n Egipetskaya marka 
to appeal t o only two senses, to s i g h t and t o t a s t e , whereas i n 
Mandelstam's l a t e r treatment of p a i n t i n g the p o e t i c f a c u l t y of hearing 
has an important r o l e to p l a y : 
... rjia3 - opraH, o6jiaflaiomHH aicycTHKOH ... ( I I , p. 161) 
H KpacoK SByiHMe CTynerai ... ( I , no. 258) 
I n Egipetskaya marka the awareness of p a i n t i n g , l i k e t h a t of music, 
i s r e s t r i c t e d . The numerous food images used i n connection w i t h the 
Barbizon p a i n t e r s are r e l a t e d i n the f i r s t instance t o the f r e s h 
colours of t h e i r landscapes. However they also f u l f i l a negative 
f u n c t i o n i n t h a t they undermine the value of a form o f a r t whose 
highe s t a c t i v i t y i s a zavtrak ( I I , p. 21 - presumably a reference to 
Manet's Dejeuner sur l'herbe - I I , p. x v ) . Mandelstam was o b v i o u s l y 
aware of the g e n e r a l l y accepted m e r i t s of the Barbizon school; they 
were the f i r s t p a i n t e r s to p a i n t landscape f o r i t s own sake, and not 
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as the enactment of a s t o r y , t o do t h e i r s t u d i e s i n the open a i r , and 
( l i k e t h e i r successors, the I m p r e s s i o n i s t s ) t o lend such importance 
t o l i g h t : 'Without l i g h t there i s no c r e a t i o n , e v e r y t h i n g i s chaos, 
death, or p e d a n t r y ' T h e s e p o s i t i v e elements, l i g h t , sun and a i r , 
are however compromised by t h e i r a s s o c i a t i o n w i t h food: 'Bosnyx, 
yKcyc H cojinne yMHHajmcb c seneHMMH TpHmtaMH ( I I , p, 21). This 
i s perhaps i n d i c a t i v e c f the f a c t t h a t the Barbizon p a i n t e r s d i d not 
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c a r r y t h e i r i n t e n t i o n to p o r t r a y the ' v i r g i n impression of na t u r e ' 
t o i t s l o g i c a l conclusion by completing t h e i r p a i n t i n g s i n the open 
a i r . T h e i r p i c t u r e s were i n f a c t f i n i s h e d i n the s t u d i o - away from 
the d i s t r a c t i o n s of natu r e , where i t was easi e r t c o b t a i n a de s i r e d 
e f f e c t . The a s s o c i a t i o n of the p a i n t e r ' s v i t a l t o o l s w i t h food i s 
one aspect of the d e s c r i p t i o n which i d e n t i f i e s the Barbizon p a i n t e r s 
f i r m l y w i t h the decaying c u l t u r e of the n i n e t e e n t h century. The 
a l l u s i o n s t o the r a i l w a y made i n the context of the Barbizon 
d i s c u s s i o n are also of t h i s n a t u r e . (Here Mandelstam was perhaps 
t h i n k i n g of the i n f l u e n c e which i t was to have on the I m p r e s s i o n i s t s . 
This was p a r t i c u l a r l y so i n the case, f o r example, of-Monet, itfhose 
f a s c i n a t i o n w i t h r a i l w a y s i s revealed i n such p a i n t i n g s as G a r e S t . 
Lazare, 1877). I n Egipetskaya marka a t r a i n i s shown at an e a r l y 
stage, not y e t completely under c o n t r o l ; even i n the Barbizon p e r i o d , 
however, i t was beginning t o f o s t e r a c e r t a i n a t t i t u d e : 'vxce Beet 
B03flyx Ka3ancH orpoMHWM B O I O S J I O M flJTH K H P H M X H e T e p n e v i J i B i d x po3* ( I I , 
p. 22). The image of the rose here seems t o represent the c u l t u r e 
of the Mediterranean, f o r i t i s used again i n the. context of S i c i l y , 
c e n t re of the Mediterranean and r i c h i n the c u l t u r a l i n f l u e n c e s of 
ancient c i v i l i s a t i o n s ( I I , p. 22). The r a i l w a y b r i n g s such c i v i l i s -
a t i o n s nearer i n terms of di s t a n c e , but i s accessible only t o those 
who, u n l i k e Parnok, can produce the r e q u i s i t e t i c k e t - the s l i c e of 
lemon. The impatience of the roses i s a s i g n of t h e i r a s s o c i a t i o n 
w i t h modern mechanical phenomena which quicken the pace of l i f e . 
The rose image i s developed i n the poem 'Kontsert na vokzale' 
( I , no. 125) where a l a t e r stage i n the decay of the n i n e t e e n t h 
century i s d e p i c t e d : 'H 3anax po3 B r H H i o m n x napnnicax ( I , 
no. 125). The poem, which shows a r t and the r a i l w a y to be completely 
( i f incongruously) fused,bears much resemblance t o the f i r s t 
chapter of Shum vremeni. Here a sense of doom i s conveyed i n the 
almost grotesque o v e r - s o p h i s t i c a t i o n i n the dress of those who 
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frequented Pavlovsk s t a t i o n ( I I , p. 4 5 ) . Mandelstam mentions very 
s i m i l a r a t t i r e i n Egipetskaya marka ( I I , p. 2 2 ) to suggest a c e r t a i n 
degree of a r t i f i c i a l i t y i n the Barbizon proceedings. The re p r e s e n t -
a t i o n of t h i s school through r a i l w a y , dress and food imagery i n d i c -
ates t h a t i t s value as an a r t form i s r e s t r i c t e d . I t s treatment i s 
t y p i c a l of Egipetskaya marka and i t r e f l e c t s Mandelstam's a t t i t u d e 
a t the time. There i s no joyous synaesthesia here, so- c h a r a c t e r i s t i c 
of the d i s c u s s i o n of p a i n t i n g i n Puteshestvie v Armeniyu (see above, 
p. 1 6 7 ) , where h i s admiration f o r the I m p r e s s i o n i s t s i s apparent i n 
very p o s i t i v e imagery of l i g h t , a i r and l i f e : '... B JKHBOH 
HMnpeccHOHHCTCKOH cpefle, B xpaMe B03nyxa, c s e T a H cnaBH 3nyapfia MaH3 
H Knofia M O H S' ( I I , p. 1 5 5 ) . 
(d) L i t e r a t u r e 
I n c o n t r a s t t o p o e t r y , music and p a i n t i n g , comes the treatment 
of Mandelstam's three l e a s t f a v o u r i t e a r t forms: l i t e r a t u r e , dance 
and t h e a t r e , a l l three being depicted i n terms of open h o s t i l i t y . 
F i r s t l y , then, l i t e r a t u r e and i t s p r a c t i t i o n e r s . 
Nineteenth-century l i t e r a t u r e and l i t t e r a t e u r s 
Mandelstam defines the most prominent f e a t u r e of n i n e t e e n t h -
century l i t e r a t u r e as 'scandal' ( I I , p. 2 7 ) which, a p p r o p r i a t e l y , 
began t o appear i n the 1 8 4 0 ' s . Doubtless here be v;as t h i n k i n g 
l a r g e l y of Dostoevsky, since he. goes on t o r e f e r t o Dostoevsky's 
I d i o t ( I I , p. 2 7 ) . Mandelstam demonstrates t h a t the concept of 
scandal could not s u r v i v e i n Russian s o c i e t y - the 'passport' issued 
to i t by Russian l i t e r a t u r e has long since e x p i r e d . The reasons f o r 
t h i s are once more t o be found i n the break i n c o n t i n u i t y of the 
c u l t u r a l h e r i t a g e which came about i n the n i n e t e e n t h century, the 
OTnafleHHe O T eflHHCTBa eBponeflcicoH KyjibTypbi ('Barsuch'ya 
nora', I I , p. 2 7 1 ) . A d e s c r i p t i o n of ni n e t e e n t h - c e n t u r y pseudo-
i n t e l l e c t u a l l i t t e r a t e u r s shows the uncongenial c o n d i t i o n s w i t h which 
Dostoevsky's works had to contend. These are d e f i n i t e l y n i n e t e e n t h -
century c h a r a c t e r s , since they are p a r t i c i p a t i n g i n the p r o d u c t i o n of 
the l a t e s t f a d - the daguerrotype. E v e r y t h i n g p o i n t s t o t h e i r t o t a l 
i n a b i l i t y to appreciate Dostoevsky, whose works Mandelstam considered 
to represent tragedy (N.Ya. I I , p. 3 9 0 ) : t h e i r r i d i c u l o u s a t t i r e 
( t h e i r t r o u s e r s are l i k e pneumatic b e l l s ) , t h e i r f a s c i n a t i o n w i t h 
what was i n e f f e c t a less spontaneous form of p a i n t i n g , t h e i r 
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absurdly banal, s t r i c t l y gastronomic a s p i r a t i o n s : o p H Tpeso2cno-
rjiy6oKOMbicjiemibift sonpoc: noMei-i ceroAHa (pyirr cnoHOB&ero MHc a ?' ( I I , 
p. 2 7 ) . This grotesque d e s c r i p t i o n a n t i c i p a t e s the i n f o r m a t i o n t h a t 
these f i g u r e s are a t a loss t o understand e i t h e r the i n t e n s i t y of 
Dostoevsky's I p p o l i t or h i s preoccupation w i t h good and e v i l . Their 
l a c k of comprehension Mandelstam a t t r i b u t e s to the disappearance of 
honour: 'riponana Kpvramo»iKa: roMeonaTHiecKoe npasce, KponieMHaa 303a 
xanoflHoro 6enoro BemecTBa ( I I , p. 27). The concept of honour 
was a phenomenon of long ago, from the age o f the American 'cuckoo' 
duel ( I I , pp. 5, 27), when men were prepared t o go t o r i d i c u l o u s 
lengths i n order to p r o t e c t t h e i r r e p u t a t i o n s . The American duel 
was h e l d between two people, one of whom was bound to d i e ; sometimes 
i t took the form of the choice between two p i l l s , one of which was 
poisoned, the other n o t ^ ^ ^ . Mandelstam emphasises the s u i c i d a l nature 
of such d u e l l i n g i n h i s v e r s i o n of i t as the d e s t r u c t i o n of one's own 
home ( h i s a t t r i b u t i o n of the word 'cuckoo' i s thus connected w i t h the 
cuckoo's unconcern a t having no nest of i t s own); Mandelstam does 
however r e t a i n an a l l u s i o n t o the p r a c t i c e of choosing between two 
p i l l s i n the image of the 'homeopathic dragee' ( I I , p. 27). The 
dragee (a sweetmeat, enclosing a drug, nut or f r u i t ) image accords 
w i t h the i n t r o d u c t i o n of I p p o l i t , f o r i t i s reminiscent of I p p o l i t ' s 
dream, when the w h i t e j u i c e realeased by a scorpion k i l l s h i s dog, 
Norma. There the dog represents n o r m a l i t y , and the scorpion disease, 
and the dream as a whole reveals I p p o l i t ' s awareness of r i g h t and 
wrong. Such an awareness i s an e s s e n t i a l f e a t u r e o f the C h r i s t i a n i t y 
and the c u l t u r a l h e r i t a g e from which the n i n e t e e n t h century had 
turned away: w i t h o u t i t tragedy could no longer s u r v i v e (compare 
'Pis'mo o russkoy p o e z i i ' , I I I , p. 35). Dostoevsky, as Nadezhda 
Yakovlevna p o i n t s out (N.Ya. I I , p. 389), had w r i t t e n a t a time when 
the s t r u c t u r e of s o c i e t y had not yet 'completely c o l l a p s e d ' ; he could 
t h e r e f o r e i n c l u d e i n h i s work the 'homeopathic dose' of e v i l i n order 
t o prompt an awareness of i t s existence. However, i n a s o c i e t y 
where C h r i s t i a n i t y had given way to 'Buddhism' the homeopathic dose 
has l o s t i t s b e n e f i c i a l , c u r a t i v e p r o p e r t i e s and e x c i t e d t h a t v ery 
disease i t was intended to prevent, since there was no longer any 
concept of 'honour' t o balance the e f f e c t of e v i l - hence the some-
what ominous 'propala'. As i n the case of the a s p i r i n a f t e r t a s t e 
and the c o d - l i v e r o i l , Mandelstam i s employing a negative medical 
image. Nadezhda Yakovlevna's comments on h i s a t t i t u d e t o Dostoevsky 
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i n d i c a t e t h a t i t i s j u s t such p o t e n t i a l danger, embodied i n the 
negative medical image, which i s discussed i n Egipetskaya marka; 
O H omyraan flocToescKoro, icaK BMecrcuiHine Bcex 6ecoB ..,' 
(N.Ya. I I , p„ 319). I n Egipetskaya marka Dostoevsky's 'demon' i s 
transformed i n t o an apparently less dangerous 'imp' which has become 
a lawyer, p a r t of t h a t system which determines r i g h t from wrong. 
Like Flaubert's n o v e l , w i t h i t s covering of lacquer, it represents 
s t u l t i f i e d forms and i t s i n f l u e n c e has a f f e c t e d the a p p r e c i a t i o n of 
po e t r y : Pushkin's memory i s now confined t o a museum: '..«, KZK 
Mysefl, KaK nymKHHCKHH AOM ..«.' ( I I , p. 27). Here Mandelstam a t t a c k s 
those ' p r o f e s s i o n a l P u s h k i n i s t s ' who, l i k e Vengerov of Shum vremeni 
( I I , p. 61), were employed w i t h Pushkin's works 'po sluzhbe*. This 
phrase reveals the u t t e r i n s e n s i t i v i t y o f such people, who p r a c t i s e 
l i t e r a r y r i t e s according to a ceremonial calendar ( I I , p. 75). The 
l i t t e r a t e u r s of Egipetskaya marka perform a grotesque r i t u a l dance 
i n galoshes, which i s ch a r a c t e r i s e d by a l a c k of respect f o r the 
'master of the house'. This basis of t h e i r dance denies one of the 
e s s e n t i a l s of a r t which Mandelstam had f i r s t s t a t e d i n 'Utro 
akmeizma' - a joyous acceptance of the w o r l d : 'B caMOM fierce, *rrq B H 
CKaKeTe o HeSjiaroflapHOM rocTe, K O T O P H H K K B C T s a c^eT xo3HHHa ... a 
MejK#y TeM B flyme npe3npaeT ero ...' ( I I , p. 322). Completely absent 
i n the p r o f e s s i o n a l l i t t e r a t e u r i s the sense of j o y f u l ' d o m e s t i c i t y ' 
o f the unbroken h e r i t a g e , such as Mandelstam p r a i s e d i n the work of 
Annensky ('0 p r i r o d e s l o v a ' , I I , p. 253). 
Twentieth-century l i t e r a t u r e and l i t t e r a t e u r s 
Twentieth-century l i t t e r a t e u r s are a more v i c i o u s breed than 
t h e i r n i n e t e e n t h - c e n t u r y c o u n t e r p a r t s . T h e i r c h a r a c t e r i s a t i o n i n 
Egipetskaya marka i s second o n l y i n v i r u l e n c e t o t h a t of 
'Chetvyortaya proza'. There i s a p a r t i c u l a r l y s t r i k i n g example of 
resemblance between the two works i n an ominous remark made i n 
Egipetskaya marka, which a n t i c i p a t e s the circumstances surrounding 
the w r i t i n g of 'Chetvyortaya proza': 
... CHaiana Ha Mopo3e . . . H TeaTp MHe CTpamen, Kax 
KypHaH H36a, KaK flepeBencicaH BaHbica, rn;e coBepmanoct 
3BepcKoe yoHHCTBO paflH nojiyray6Ka ... 
( I I , p. 25) 
Although the t h e a t r e i s the subject of t h i s passage, i t s connection 
w i t h the 'murder of poets' i s unmistakable. The f r o s t y scene depicted 
r e c a l l s the f r o s t a t Pushkin's c l a n d e s t i n e f u n e r a l , w h i l e the image 
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of the f u r coat i s a l l too accurate a p r e d i c t i o n of the ' l i t e r a r y 
murder' t o which Mandelstam was to f a l l v i c t i m i n 1928-1929. During 
the 'Dreyfus a f f a i r ' , Gornfel'd had accused Mandelstam of s t e a l i n g a 
f u r coat, a l t e r i n g i t , and p u t t i n g i t up f o r sa l e - h i s v e r s i o n of 
Mandelstam's work on Thyl Eulenspeigl ('Pis'mo v r e d a k t s i y u ' , I I , 
pp. 477-480). Mandelstam's a s s e r t i o n i n Egipetskaya marka t h a t 
murder could take place f o r the sake of a f u r coat was, then, proven 
to be wellfounded. The a b s u r d i t y and h o r r o r of t h i s s i t u a t i o n , when 
those associated w i t h a r t can stoop so low, are g r a p h i c a l l y r e i t e r a t e d 
i n 'Chetvyortaya prcza' where Mandelstam r e t u r n s t o the circumstances 
surrounding Pushkin's f u n e r a l . Here Gornfel'd takes the place of 
D'Anthes, but i n a grotesquely d i s t o r t e d form: 
K *mcny y6Hfin pyccKHX ITOSTOB . . . npHSaunjiocb Tycicnoe 
HMH ropH4>ejibn;a. 3T O T napanHTircecKHft flairrec ... 
IIorHSHy.Tb O T TopHdjejibfla T a K xce rjiyno, KOK O T B a n o c u n e a a 
KJIH OT icraoBa n o n y r c i H . 
( I I , p. 185) 
The l i t t e r a t e u r s of Egipetskaya marka are scoundrels c l a d , f i t t i n g l y , 
i n f u r coats. The sensual image of t h e i r b r e a t h on the c o l l a r s not 
only i d e n t i f i e s them w i t h the amorous Krzyz'anowski ( I I , p. 19, p. 29), 
but also w i t h the idea of p r o s t i t u t i o n i n a r t , h i n t e d a t i n 
Egipetskaya marka i n connection w i t h memory ( I I , p. 30) .and w i t h 
prose's 'shamelessness' ( I I , pp. 41-2). Mandelstam's a l l u s i o n s t o 
t h i s k i n d of p r o s t i t u t i o n appear i n h i s a r t i c l e on Barbier w i t h i t s 
extremely dangerous reference to the e f f e c t o f the Napoleonic c u l t 
on a r t : 'H A HananeoHOBCKoro KyjiBTa ... H A, npHrOTOBneHHHH B 
jiaSopaTopHHX jrymmix nosTOB H X V A O X H H K O B ...' ('Ogyust Barb'e 1, I I I , 
p. 48). Mandelstam no doubt had i n mind here the f o u r t h s e c t i o n of 
Barbier's L'Idole (he a c t u a l l y t r a n s l a t e d o n l y the f i r s t and t h i r d 
s e ctions - Sov. ed. nos. 279, 284), where B a r b i e r a t t r i b u t e s 
Napoleon's d e i f i c a t i o n to the ' f l a t t e u r s melodieux,/Aux poetes 
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menteurs' . The p r o s t i t u t i o n of l i t e r a t u r e i s most b l u n t l y 
expressed i n 'Chetvyortaya proza' ( I I , p. 188). Mandelstam was 
e v i d e n t l y concerned here w i t h the adaptation of w r i t e r s ' m a t e r i a l to 
t h e i r 'masters'' every demand, a h a b i t epitomised i n 'Chetvyortaya 
proza' i n the image of the p a r r o t ( I I , p. 188). The 'Word', i n being 
bent t o commands, has s u f f e r e d t h a t very f a t e p r e d i c t e d by the 
i n f l u e n c e of the n i n e t e e n t h century: i t i s now no more than 
' v s e t e r p i m o s t " ( I I , p. 184). 
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The ascendancy of ' p r o s t i t u t e ' l i t e r a t u r e over p o e t r y i s repres-
ented i n the s t a t e of the- m a t e r i a l s and instruments of composition. 
The B a r b i e r poem ' L ' l d o l e ' speaks of the r e s t r i c t i o n s imposed on the 
a r t i s t i n the image of a i r : ' ... e t jusque dans l a bouche/S'en v e n i r 
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r e s p i r e r n o t r e a i r ' . These l i n e s seem t o have provoked the danger-
ous reference i n Puteshestvie v Arroeniyu, where Mandelstam t a l k s of 
Tasr Shapukh having ' s t o l e n h i s a i r ' ('... on B 3 « J I M O H - E O S A V X cede', 
I I , p. 175). This degree of c o n t r o l makes i t impossible f o r the t r u e 
a r t i s t t o f u n c t i o n , since a i r i s v i t a l i n the process of composition 
( i n the verse 'vozdukh' and r e l a t e d images occur f r e q u e n t l y i n the 
d i s c u s s i o n of p o e t i c c r e a t i o n - f o r example ' G r i f e l ' n a y a oda' I , no. 
137 and 'JLOSJUO noHBJieHne TKaim' I , nos. 275-276). I n Egipetskaya 
marka the instruments of composition h o l d sway over the poet: 'He 
noBHHyeTCH MHe nepo ( I I , p. 25). This i n f o r m a t i o n introduces a 
paragraph which most d e f i n i t e l y a n t i c i p a t e s the treatment of l i t e r -
a t u r e i n 'Chetvyortaya proza'. The pen i s p a r t of a t e l e g r a p h o f f i c e , 
an image present i n both works. I n Mandelstam's works the t e l e g r a p h 
o f f i c e - o s t e n s i b l y an advanced form of communication - i s seen as a 
t y p i c a l example of the lowering of c u l t u r a l values. The e f f e c t s of 
t h i s on p o e t r y are s t a t e d c l e a r l y i n 'Chetvyortaya proza' i n the 
d e s c r i p t i o n of the poet's instrument, the a i r . Here Mandelstam i s 
d e s c r i b i n g t h a t c i t a d e l of l i t e r a t u r e , Herzen House, where a s p i r a t i o n s 
r i s e no higher than the alimentary l e v e l of Egipetskaya marka: 
... COSAaHHOM ... H 3 MeiTH o B c eMfip HOM SjiaaceHCTBe, 
BonjTomaeMOM K&K nepMaHeKTKOe 4>ofte c 6yd>eTOM ... H 3 
no^TOBO-Tenerpa^HOH C V X O C T H B03nyxa, O T KOToporo 
nepnmT B ropne. 
( I I , p. 180) 
The image of i n k - another t o o l of the w r i t e r - i s common to b o t h 
'Chetvyortaya proza' and Egipetskaya marka, I n the l a t t e r the pen 
now r e t a i n s no f e a t u r e s of i t s o r i g i n a l conception: no t r a c e i s 
l e f t of i t s avian a s s o c i a t i o n (the swallow, I I , p. 25) which 
Mandelstam stressed i n h i s works d e a l i n g w i t h p o e t i c c r e a t i o n 
( I , no, 137, Razgovor o Dante, I I , pp. 406-408). I n Egipetskaya 
marka the pen s c a t t e r s i t s i n k u n c o n t r o l l a b l y ; even the wood of the 
chemist's shop smells of i n k ( i t also s u f f e r s from s c a r l a t i n a , the 
disease p r e v a l e n t i n 'Chetvyortaya p r o z a ' ) , w h i l e the l o c u s t crowd 
which pursues i t s v i c t i m t o the banks of the Fontanka (an event 
r e f l e c t e d i n 'Chetvyortaya proza* i n the d e p i c t i o n of boys drowning 
a k i t t e n - I I , p. 180) has a d i s t i n c t l y i n k - l i k e e f f e c t on the 
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surroundings: '... MenoBenbH capairaa BbraepHHJia 6epera ...' ( I I , 
p. 20). I t seems h i g h l y probable here t h a t the human lo c u s t s should 
be r e p r e s e n t a t i v e s of l i t e r a t u r e - the s t r i k i n g image o f the l o c u s t 
had been used before by Mandelstam i n duscussing t r a n s l a t i o n , t h a t 
close r e l a t i v e of l i t e r a t u r e : rycroH capamiofi onyCTHBIDHHCH Ha 
nojiH Mbicjm H cnoBa ...' ('Zhak r o d i l s y a i umer', I I I , p. 58). Ink 
i n both Egipetskaya marka and 'Chetvyortaya proza' i s l i k e n e d t o 
blood - the l i f e - f o r c e of l i t e r a t u r e ( I I , p. 25) and of the age ( I I , 
p. 181). The l a t t e r i s no n a t u r a l blood, as t h a t o f t r u e 
p h i l o l o g y had been ( I I , p. 184), but horse's blood which, present i n 
gre a t abundance, reveals once more the age's t u r n i n g away from the 
c u l t u r a l wealth of the C h r i s t i a n and c l a s s i c a l worlds to the works 
of the newspaper e d i t o r , the '... 6e3rpaMOTHbiH KOHOBaji npoHcmecTBHH 
...' ('Chetvyortaya proza', I I , p. 181). The correspondence between 
i n k and blood occurs i n the poetry ( I , no. 272), where i t i s a f i r m 
i n d i c a t i o n of the v i c i o u s nature of l i t e r a t u r e . Both Egipetskaya-
marka and 'Chetvyortaya proza' h i g h l i g h t t h i s v i c i o u s n e s s by assoc-
i a t i n g i t w i t h t e r r i f y i n g r i t u a l . I n the former, a sense of h e a v i l y 
defined r i t u a l i s evident i n the movement of the l y n c h i n g p a r t y : 
. . . C MOJIHTB eHHblM mOpOXOM ... C B O H n O p H f l O K , C B O H 
CHCTeMa ... p a c n o p H f l H T e j i H B c e r o m e c T B H H . . . 
i j e p e M O H H a n b i i M H nopaflOK, KaK HIHHTM B p,em> Ulaxce-
Baxce ... 
( I I , pp. 16-18) 
The p r e c i s e import of such ceremony i s made c l e a r once again by 
comparison w i t h Mandelstam's t r a n s l a t i o n s of B a r b i e r and w i t h 
'Chetvyortaya proza'. The ceremonial l y n c h i n g which Parnok 
endeavours to prevent could also q u i t e conceivably be the treatment 
meted out by the l i t t e r a t e u r s to the non-conformist w r i t e r - the 
su b j e c t both of the Barbier t r a n s l a t i o n s and of 'Chetvyortaya proza' 
I n the Barbier t r a n s l a t i o n s Mandelstam had shown the v i c i o u s nature 
of those w r i t e r s who were prepared t o adapt t h e i r a r t to the needs 
of the moment a t the expense of those who were n o t . This i s the 
theme of 'Sobach'ya skloka' (Sov. ed. no. 278), i n which the b r u t i s h 
i n s e n s i t i v e c r u e l t y of dogs a t the s p o i l s of the hunt i s depi c t e d . 
I t i s important to r e a l i s e t h a t Mandelstam i n t r o d u c e s an element of 
s t r u c t u r e - of r i t u a l almost - i n t o h i s t r a n s l a t i o n , w i t h the words 
'pravo', 'zakon' and ' c h e s t i 1 . 
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Car i l f a u t au c h e n i l que chacun d'eux revienne 
Avec un os demi-ronge.160 
compare 
To npaBO KOHypbi, 32K O H cob'a^beK l e c r a : 
TamH flOMoft HaBepHHKa ... 
flbiMHmyiocji KOCTb B 3y6ax ... (Sov. ed. no. 278) 
A s i m i l a r c r u e l t y i s evident i n 'Chetvyortaya proza', where 
l i t e r a t u r e t r e a t s Mandelstam as a w i l d animal might have done: 
'... OHa Meiw M«na, nanana H THCKana ...' ( I I , p. 189). Here too 
s t r i c t l y defined r i t u a l i s seen to accompany such acts of c r u e l t y , 
as i t d i d i n 'Sobach'ya skloka' and Egipetskaya marka. The ' l i t e r a r y 
dishonouring' which Mandelstam describes i s c l e a r l y h i s own: 
' .. o KOTopoe coBepraaeTCH corjiacno oBbmara H KaneKflapHHM noTpe6HocTHM 
imcaTejibCKoro njieMeHH .,.' ('Chetvyortaya proza', I I , p. 187). 
Mandelstam speaks of t h i s 'order' to which he does not belong w i t h 
some i r o n y ( I I , p. 181), w h i l e he spares no d e t a i l i n d e p i c t i n g the 
l i t t e r a t e u r s obnoxious h a b i t s ( I I , p. 188). This i s s u r e l y simply 
a more d i r e c t r e p r e s e n t a t i o n of the Fontanka scene ( I I , p. 2 0 ) , 
where the appearance of the l o c u s t crowd i s accompanied by a host of 
unpleasant d e t a i l s , i n c l u d i n g t h a t of the supremely r e v o l t i n g soup 
of crushed f l i e s , associated w i t h Nero. The o r g a n i s a t i o n and r i t u a l 
o f the l i t t e r a t e u r s i n both Egipetskaya marka and i n 'Chetvyortaya 
proza' i n f a c t r a i s e s them no higher than the l e v e l of the v i c i o u s 
dogs of Barbier's 'La Curee'. I t i s evident i n e v e r y t h i n g they do 
( i n t h e i r t r a n s l a t i n g work, f o r example: '3TO KaKoe-TO maMaHCTBO na 
AHKOM BbicnpeHHOM xaproHe', 'Veer g e r t s o g i n i 1 , I I I , p. 54.. This i s , 
of course, the language Parnok i s forc e d t o adopt, I I , p. 11) and i t 
makes t h e i r v i c i o u s a c t i v i t i e s seem a l l the more h o r r i f y i n g . Akin 
to w i t c h c r a f t , t h e i r p r a c t i c e s i n s i s t on an organised progression 
of events, and thus emphasise the i n e v i t a b i l i t y of r i t u a l s a c r i f i c e . 
(e) Dance 
The forms of dance which appear i n Egipetskaya marka express 
t h a t same r i g i d o r g a n i s a t i o n as d i d the r i t u a l of the l i t e r a r y t r i b e 
which was epitomised i n the image of the grotesque galosh dance. I t 
i s i n t e r e s t i n g to note i n connection w i t h t h i s , and w i t h the s i m i l a r 
c o n c e n t r a t i o n on Parnok's shoes and the movement of h i s f e e t , t h a t 
the a c t u a l f i g u r e upon which the f i c t i o n a l Parnok i s based was 
h i m s e l f extremely i n t e r e s t e d i n dance, a f a c t of which Mandelstam 
must have been aware, even though Parnok's H i s t o i r e de l a danse d i d 
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not appear u n t i l 1932 . I t i s c l e a r t h a t Mandelstam was n o t 
g r e a t l y a t t r a c t e d by dance as an a r t form: he e v i d e n t l y associated 
i t w i t h the l a c k of spontaneity he saw i n the. t h e a t r e . Thus images 
of dance appear when he i s d i s c u s s i n g the dangerously r e f i n e d : 
' O C H O B H O H iiepB npo3M Eejioro - CBoeoSpasHoe. CTpeMjieime K n3HmecTBy, 
K TaHny, K rmpyary, cTpeMJieHHe Tanu,yji O6-MITI> Heo6"bHTHoe' (Review of 
Z a p i s k i chudaka, I I , pp. 423-424). I t i s not only the, l a c k of 
spontaneity which leads t o the dance being a prominent a r t form i n 
Egipetskaya marka. L i k e the s i g n language of the deaf-mutes, dance 
i s e s s e n t i a l l y a v i s u a l expression of the a r t of music which, l i k e 
p o e t r y , should i d e a l l y appeal to the sense of h e a r i n g . I t i s most 
important t h a t such s t r i c t l y v i s u a l forms of a r t should be i n 
evidence whereas Parnok's love of music i s demonstrated t o be out of 
place and s i n g i n g shown to be unable t o s u r v i v e . Even the M a r i i n s k i y 
t h e a t r e i s mentioned i n Egipetskaya marka o n l y from the p o i n t of view 
of b a l l e t , whereas of the theatres of Petersburg i t was the 
M a r i i n s k i y which e s t a b l i s h e d a r e p u t a t i o n f o r opera, at l e a s t i n 
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the e a r l y years of the t w e n t i e t h century . This comes i n sharp 
c o n t r a s t t o Mandelstam's p o e t r y , where there are s e v e r a l a l l u s i o n s 
to opera ( f o r example I , nos. 55, 114), but s c a r c e l y any t o dance; 
those which do appear are e i t h e r accompanied by s i n g i n g , i n the form 
of 'khorovcd' (which i n any case occurs i n c o n j u n c t i o n w i t h 'teney' 
- I no. 123 - and i s t h e r e f o r e decidedly reminiscent of the s e t t i n g 
of the opera Orpheus i n the Underworld) or have t h r e a t e n i n g assoc-
i a t i o n s such as are common i n Egipetskaya marka: thus the 'plyaska 
d i k a r e y ' ( I , no. 168). 
The r i t u a l which dance represents i s present i n the very 
opening paragraphs of Egipetskaya marka, i n the d i s m a n t l i n g o f the 
domestic scene by s a c e r d o t a l workers: '... apTejibimiKH n p u r u i H C b i B a H B 
yxcace ... Poromn C T e m o T C H icaic pH3i>i' ( I I , p. 5 ) . Here mundane 
employment becomes ominous through the image of dance. A s i m i l a r 
device c a r r i e s the same impact i n a b r i e f r e ference to Parnok's 
p o t e n t i a l enemies - the ' f l o o r p o l i s h e r s ' , whose movements are 
l i k e n e d t o those of an Egyptian dance, ( I I , p. 22, - i n the 
c h i l d r e n ' s poetry too, the f l o o r p o l i s h e r s dance - I , no. 410), a 
re f e r e n c e to the symbolic performing a r t s of the East. Even the 
everyday a c t i v i t y of f l o o r p o l i s h i n g has assumed a t t r i b u t e s o f t h a t 
t e r r i f y i n g r i t u a l i n which the m a j o r i t y of characters i n Egipetskaya 
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marka take p a r t . Mandelstam was perhaps t h i n k i n g here of the r i g i d 
o r g a n i s a t i o n of Egyptian dance as displayed on Egyptian stone 
r e l i e f s , which f e a t u r e s t i f f and angular postures. He had described 
the elegant p o l i s h of Egyptian dance i n p o e t r y ( I , no. 171), where 
the image of 'glyanets' i n e v i t a b l y b r i n g s t o mind the ' s h i n i n g 
lacquer', the s t e r i l i t y and the i m m o b i l i t y of the F l a u b e r t n o v e l . 
The i n f l u e n c e of the Egyptian dance has i n f e c t e d the w o r l d of 
Egipetskaya marka v i a two forms of n i n e t e e n t h - c e n t u r y dance. The 
grotesque a r t i f i c i a l i t y of l i f e , events ( I I , p. 15) and people ( I I , 
p. 13) i s embodied i n the form of the c o t i l l o n , t h a t e l a b o r a t e 
n i n e t e e n t h - c e n t u r y dance which consisted i n the i m i t a t i o n of set 
f i g u r e s performed by the l e a d i n g couple and which i n Egipetskaya 
marka Mandelstam i d e n t i f i e s w i t h the i m m o b i l i t y of mummified c a t s . 
I t was p r e c i s e l y the reverse of such a r t i f i c i a l i t y which a t t r a c t e d 
him i n a r t . He craved a sense of f r e e , spontaneous movement such 
as he perceived i n V i l l o n ' s p o e t r y ('Fransua V i l l o n ' , I I , pp. 306-
307) which contrasted w i t h contemporary tendencies i n evidence, f o r 
example, i n the f i l m i n d u s t r y , where i t was necessary t o ' m y s l i t ' 
kadrami' ('Ya pishu s t s e n a r i y ' , I I , p. 500). The passage on b a l l e t 
provides the second form of nineteenth-century dance ( I I , pp. 28-29) 
The s p e c i f i c b a l l e t depicted i s G i s e l l e , v ery much a product of the 
n i n e t e e n t h century, f i r s t given i n Paris i n 1841. Theophile Gautier 
who provided the s t o r y f o r the b a l l e t , describes the t r e n d which 
G i s e l l e represented i n a manner which makes i t c l e a r why t h i s b a l l e t 
should have been chosen as the epitome of n i n e t e e n t h - c e n t u r y 
a r t i f i c i a l i t y . Gautier w r i t e s of the b a l l e t , o f t e n very i r o n i c a l l y , 
i n a l e t t e r to H e i n r i c h Heine, from whom the o r i g i n a l i n s p i r a t i o n 
d e r i v e d . The emphasis here i s on the u n r e a l i t y then i n vogue: 
... des e l f e s k l a robe blanche ... des n i x e s ... des 
w i l i s au t e i n t de neige, a l a valse i m p i t o y a b l e , e t de 
toutes ces d e l i c i e u s e s a p p a r i t i o n s que vous avez 
recontrees dans l e Hartz e t sur l e bord de l ' I s l e , 
dans l a brume veloutee du c l a i r de lune allemand ... 
A i n s i mon cher Heine, vos w i l i s allemandes ont 
p a r f a i t e m e n t r e u s s i a 1'Opera Francais.163 
L i k e the t h e a t r e and the novel b a l l e t was opposed t o p o e t r y i n i t s 
a l i e n a t i o n from r e a l i t y . The treatment of G i s e l l e i n Egipetskaya 
marka i s composed both of a l l u s i o n s t o the lack of spontaneity o f 
dance, and of images which stem from the unhealthy, s u p e r n a t u r a l 
w o r l d o f t h i s s p e c i f i c b a l l e t (compare the strange w o r l d which was 
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depi c t e d on Mervis' screen - I I , p. 9 ) . The l a c k of spontaneity i s 
conveyed by the m i l i t a r y . c h a r a c t e r of the o r c h e s t r a and by the 
r i g i d i t y of b a l l e t , expressed i n the Tyutchevyan image of ' s t a t e 
i c e ' ( I I , p. 29) The most damning a d j e c t i v e here, however, i s 
'krepostnoy', f o r i t i m p l i e s a form of a r t which i s s u b j e c t t o a 
l o r d and master. Mandelstam was t h e r e f o r e t r e a d i n g on r a t h e r 
dangerous ground here i n suggesting c o n t r o l of a r t by .the s t a t e . 
Once again, the f u l l h o s t i l i t y of the passage on b a l l e t can be 
judged from work created when Mandelstam's p o e t i c s i l e n c e was over: 
i n t h i s case, from Puteshestvie v Armeniyu. I n the 'Zapisnye 
k n i z h k i ' to Puteshestvie v Armeniyu a s e r f b a l l e t i s i d e n t i f i e d w i t h 
Chinese t h e a t r e and embodied i n the image, of an i n s e c t ( I I I , p. 174), 
w h i l e i n Puteshestvie v Armeniyu i t s e l f such i n s e c t s are seen to 
perform very much the k i n d of sign-language dance associated w i t h the 
Chinese t h e a t r e , whose code of hand gestures conveyed the events of 
a s t o r y . The 'food' of these i n s e c t s reveals t h a t they are s u r e l y 
the hack w r i t e r s of 'Chetvyortaya proza', whose works are as 
ephemeral as the l i f e of an i n s e c t : '... nosnpaiOT ^ e p n o e MTHBO 
H a c T O H m e i i M H H y T w 1 ( I I , p. 158). The a s s o c i a t i o n i n Puteshestvie v 
Armeniyu of s e r f - b a l l e t , Chinese t h e a t r e , and i n s e c t s p o i n t s t o a 
connection between the b a l l e t i t s e l f and the a c t i o n of the crowd i n 
the f o u r t h chapter of Egipetskaya marka: 'A ^epKbie BjiecTHnuie 
MypaBbH, KaK njioTOHflHue aKTepu KHTaficKoro TeaTpa ( I I , p. 22). 
L i k e the hack w r i t e r s of 'Chetvyortaya proza', and indeed l i k e 
Krzyzanowski, the members of the crowd are i n s e c t s - creatures of 
the moment. The ephemerality or r a t h e r the s t e r i l i t y of b a l l e t 
i t s e l f i s i n d i c a t e d i n the f a c t t h a t no n a t u r a l c o n t i n u i t y i s 
associated w i t h t h i s form of a r t : '... BaroncanenHoe npeHeSpexceHHe K 
MaTepHHCTBy ...' ( I I , p. 28). This phrase i s p a r t i c u l a r l y s u i t e d t o 
the d e p i c t i o n of the nineteenth-century heroines of Egipetskaya marka, 
f o r G i s e l l e , toe. Bovary and Anna Karenina a l l d i e d unable t o f u l f i l 
a r o l e as mother. 
The s u p e r n a t u r a l , f a n t a s t i c nature of b a l l e t i s r e f l e c t e d i n 
references t o the Zodiac and i n the c h a r a c t e r i s a t i o n of the v i o l i n i s t s 
as dryads, whose r o o t s and branches f i l l the o r c h e s t r a p i t - perhaps 
another example of t h a t metamorphosis which was seen t o be over-
t a k i n g the s t r e e t s of Petersburg i n 'Slovo i k u l ' t u r a ' ( I I , p. 222). 
Fur t h e r i n f l u e n c e of the encroaching p l a n t w o r l d i s i n evidence i n 
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the ' r a s t i t e l ' n o e poslushan'e' of the corps de b a l l e t ( I I , p. 28). 
The s t r i c t monopoly of the b a l l e t master over the movement and 
thoughts of the dancers reduces them t o the l e v e l o f the vegetable 
w o r l d , which has no thoughts, but simply obeys the laws of nat u r e . 
The characters i n G i s e l l e are as unreal as a k i n g and queen i n a 
pack of cards, and G i s e l l e ' s 'grandmother' e x h i b i t s an u n n a t u r a l 
y o u t h f u l n e s s , a q u a l i t y already seen t o be n e g a t i v e . 
( f ) Theatre 
The t h e a t r e , l i k e dance, i s another expression of a r t i f i c i a l i t y . 
As has been noted, Mandelstam's a t t i t u d e t o the t h e a t r e was l a r g e l y 
n e g a t i v e , since he saw i n i t an a r t form which, u n l i k e p o e t r y , 
demanded l i t t l e of the audience, a l l i n t e r p r e t a t i o n b eing done i n 
advance by the producer. Just as dance was a ' s i l e n t ' form of a r t , 
so also was the t h e a t r e , i n the sense t h a t i t d i d n o t possess a 
p o e t i c approach to words and hearing. The t h e a t r e ' s s i l e n c e i s 
ch a r a c t e r i s e d i n Mandelstam's work e i t h e r by the 'svinoe r y l o 
d e k l a m a t s i i ' (Shum vremeni, I I , p. 101), or by the s i l e n c e of 
Chekhovian pauses ('Khudozhestvennyy t e a t r i s l o v o ' , I I I , p. 100). 
Komissarzhevskaya's s t y l e o f a c t i n g e v i d e n t l y aroused more sympathy 
i n Mandelstam: '... ee Hrpa Cbuia Ha T P H ^eTBepra cnoBecHOH „..' 
(Shum vremeni, I I , p. 101), but even here i t i s c l e a r t h a t he i s 
d e a l i n g w i t h a nineteenth-century a r t which could l e a d nowhere: her 
t a l e n t s as a t r a g i c actress e x i s t e d only i n embryonic form ( I I , 
p. 100), and the days of her th e a t r e were numbered ( I I , p . 101). 
Although the t h e a t r e was e v i d e n t l y not Mandelstarn's f a v o u r i t e a r t 
form, i t was one which was p a r t i c u l a r l y popular i n the e a r l y years 
of the t w e n t i e t h century, as Professor F i l i p p o v e x p l a i n s i n h i s 
e s s a y on Akhmatova's Poema bez geroya: 
XapaKTepno, *ITO pyccKoe n c i c y c c T B o AeotTMx r o n ; o B - ecjiH 
HCKJUOMHTI) no33iiio, OT^iacTH - My3bixy - npeHMymecTBeHHO 
T e a T p a n b H o : HCKyccTBo TeaTpa, 6ajieTa, T e a r p a j i B H O H 
K H B O n H C H - H C K y C C T B O MHHMOCTH, K33KHMOCTH. 165 
I n Egipetskaya marka no s p e c i f i c dramatic work i s t r e a t e d , w i t h 
the exception of a p o s s i b l e reference t o Ibsen's Peer Gynt: 'IlyroBHUbi 
flenawTCH H3 K P O B H TKHBOTHbix!' ( I I , p. 18), an a l l u s i o n , perhaps, t o 
the unpleasant j u s t i c e meted out by the Buttonmoulder, where the 
imp e r f e c t b u t t o n (Peer h i m s e l f ) must go i n t o the Buttonmoulder's 
l a d l e t o be melted down''"^. I t i s the t h e a t r e b u i l d i n g s ( t h e Malyy, 
the M a r i i n s k i y , the Al e k s a n d r i n s k i y ) which c o n t r i b u t e most 
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s u b s t a n t i a l l y t o the h o s t i l e nature of the treatment of t h e a t r e i n 
Egipetskaya marka. The degeneration o f a r t , and i n p a r t i c u l a r of 
tragedy, i s the theme i n the treatment of the Malyy t h e a t r e . The 
Muse of Tragedy i s s u r e l y a t her l e a s t a t t r a c t i v e here ( I I , p. 20) 
- b o l d , shabby and w i t c h l i k e , she smells of p a t c h o u l i , a perfume 
obtained, f i t t i n g l y , from an o r i e n t a l shrub. (The unpleasant 
cheapness of t h i s perfume can be judged f o r e x a m p l e , from Chekhov's 
Vishnyovyy sad, where i t i s associated w i t h the p r e t e n t i o u s Yasha, 
whose odours c o n s t a n t l y o f f e n d the r e f i n e d Gaev and h i s s i s t e r ) 
The Muse of Tragedy has undergone a considerable t r a n s f o r m a t i o n 
since the days when she r u l e d over a temple ( I , no. 114), w h i l e the 
patroness of the t h e a t r e i s now a degenerate L o r e l e i , the Fontanka 
i t s e l f , whose unhealthy composition and i n i m i c a l a s s o c i a t i o n w i t h 
the crowd have already been noted. Just as s u p e r n a t u r a l presences 
appear i n the b a l l e t G i s e l l e , the Fontanka i s here i d e n t i f i e d as 
an undine, a female water s p i r i t . The M a r i i n s k i y t h e a t r e was a 
nineteenth-century b u i l d i n g ( b u i l t i n 1860), and i t s i n t e r i o r design 
was based on the ancient form of the amphitheatre ( I I , p. 29). This 
i s incongruous, f o r the amphitheatre e x i s t e d a t a time when tragedy 
could be appreciated, whereas i n Egipetskaya marka t h i s i s q u i t e 
c l e a r l y n o t the case. The b u i l d i n g i s very much a p a r t of the 
h o s t i l e w o r l d of Egipetskaya marka: i t i s n o t , u n l i k e Parnok, 
s u s c e p t i b l e t o the d e s t r u c t i v e i n f l u e n c e of m o i s t u r e , and i t s 
' i n d e c e n t l y waterproof r e a r ' i s i n v o l v e d i n the shady dealings of 
the t i c k e t - h u c k s t e r s ( I I , p. 28). 
The A l e k s a n d r i n s k i y t h e a t r e i s also s i n g u l a r l y unpleasant. 
Mandelstam describes i t as a c l a u s t r o p h o b i c p l a c e , w i t h 'low 
c e i l i n g s ' . I t i s i n t e r e s t i n g t o note t h a t i t i s p r e c i s e l y t h i s 
c h a r a c t e r i s t i c which V i k t o r Shklovsky notes i n h i s Sentimental'noe 
p u t e s h e s t v i e , where he i d e n t i f i e s i t w i t h the nightmare s e t t i n g of 
an Eastern bazaar a f t e r a pogrom - a s e t t i n g which i s f r i g h t e n i n g l y 
r e l e v a n t t o the o r i e n t a l overtones and v i o l e n t events of 
Egipetskaya marka: 
. . . H 6ery no y3KOMy, HH3KOMy Koppnn;opy c 
B H d e j i e H H b i M H c T e H a M H , n e p e x o f l s n p i M H B noTonoK. 
IIoxoHce HeMHOJKKO Ha KoppHflopu AneKcaHnpHHCKoro 
TeaTpa ...168 
The A l e k s a n d r i n s k i y t h e a t r e i s also connected w i t h s u p e r s t i t i o n : i t 
i s described as a 'kurnaya i z b a ' ( I I , p. 2 5 ), which b r i n g s t o mind 
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the d w e l l i n g place of Baba-Yaga. Such a s e t t i n g of e v i l appears i n 
se v e r a l of Mandelstam's poems. I n '51 c flbMsmen j iy^miioft nxoacy' 
( I , no. 231) the e v i l presence w i t h i n the d w e l l i n g i s i d e n t i f i e d as 
'nepravda' , w h i l e i n ' J I 6y#y M e T a T b C H no TaB'opy yjiHU,bi T e M H o f t ' 
( I , no. 144) the t h e a t r e and the image of u n t r u t h are brought 
to g e t h e r . Perhaps Mandelstam had not f o r g o t t e n here the h o s t i l e 
' i z b a ' of the preceding poem ( I , no. 143): 
H TOjibKo H c B e T y - * ITO B 3Be3flHoft KOJiicreeft nenpaBfie, 
H »M3Hb n p o n j i b i B e T T e a T p a j i b i i o r o Kanopa neHOH, 
H HeKOMy M o j i B H T b : ' H3 Ta6opa yjiHUH TeMHoft'... ( I , no. 144) 
Here,, w i t h the s p e c i f i c a r t form of the t h e a t r e , Mandelstam epitom-
ises the e s s e n t i a l features of a l l Egipetskaya marka's a r t forms: 
a r t i f i c i a l i t y , t h r e a t , and the ensuing i s o l a t i o n of the poet, h i s 
i n a b i l i t y t o speak. The treatment of the t h e a t r e i n Egipetskaya 
marka, however, i s f a r more h o s t i l e , f a r more unpleasant than t h a t 
of t h i s poem, because of the wealth of unpleasant d e t a i l s a t t r i b u t e d 
t o i t . I t i s the scene of e v i l and v i o l e n c e ( I I , p. 2 5 ), the s i t e 
of disease and degradation of a r t ( I I , p. 20). The impact of the 
t h e a t r e i n general i s to h i g h l i g h t the a r t i f i c i a l i t y of the w o r l d 
°^ Egipetskaya marka i n a r t i s t i c and i n h i s t o r i c a l terms. I t must 
be remembered t h a t Egipetskaya marka i s set i n the r e v o l u t i o n a r y 
year of 1917, f o r Mandelstam tended t o d e p i c t r e v o l u t i o n i n terms of 
the t h e a t r e : f o r example h i s d e p i c t i o n of the 1830 r e v o l u t i o n i s 
r e f l e c t e d i n the r e v o l u t i o n a r y s e t t i n g and the t h e a t r i c a l 
a r t i f i c i a l i t y of Egipetskaya marka: 
Mex<sy TeM KapTHHHan, T e a T p a n b H a n cropoHa napiBKCKOH 
peBcmcLmH 1830 r . 6bina Beju - i K o n e n H a H He C T O H J i a HH B 
KaKOM COOTBeTCTBHH C ee peajIbHMMH flOCTHJKeHHHMH. 
('Krovavaya m i s t e r i y a 9-go yanvarya 1, I I I , p. 45) 
I n Egipetskaya marka the h i s t o r i c a l s e t t i n g - which separated s t a t e 
from c u l t u r e - i s t h e a t r i c a l l y s t e r i l e and a r t i f i c i a l and i t i s 
i m p l i e d t h a t the a r t now t o l e r a t e d shares s i m i l a r a t t r i b u t e s . 
The treatment of a r t forms i n Egipetskaya marka p o i n t s c l e a r l y 
to Mandelstam's c o n d i t i o n a t the time of i t s composition. The 
seriousness of t h i s c o n d i t i o n i s amply demonstrated by the f a c t t h a t 
even h i s most treasured r e c o l l e c t i o n s - those of an a r t i s t i c nature • 
have acquired a t t r i b u t e s of the chaos which surrounded him, w h i l e 
the forms of a r t which do su r v i v e are of an unpleasant n a t u r e . 
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Spontaneous, joyous c r e a t i o n has given way to an omnivorous, death-
bound c u l t u r e , i n which Mandelstam found i t impossible t o cr e a t e . 
I n Puteshestvie v Armeniyu, he was t o describe c r e a t i o n i n terms of 
r e c o l l e c t i o n , shown t o be a process of growth. J u s t as the 
na s t u r t i u m , the I m p r e s s i o n i s t p a i n t i n g and the chess game respond 
t o l i g h t ( t o 'rays' of co n c e n t r a t i o n i n the case of the chess game 
~ I I , p. 155), so too the 'embryo' of r e c o l l e c t i o n res-ponds t o some 
k i n d of i n v i t a t i o n f r o m the environment. The vocabulary used here 
makes i t very c l e a r t h a t Mandelstam i s t h i n k i n g of h i s own 
p a r t i c u l a r a r t : 
... Mepro^Ka Jinna H J I H n o n y x a p a K T e p a , nojry3Byic, 
OKOiwaHHe HMeHH, I T O - T O rySaoe H J I H HeE>Hoe, cjianKaH 
ropontHHa Ha H 3 b i K e , - pasBHsaeTCH H e K 3 ce6H, H O 
JiHinb oTBe^aeT H a npHrnanieHHe ... 
( I I , p. 155) 
No j o y f u l r e c o l l e c t i o n and groxfth i s p o s s i b l e i n the c u l t u r a l 
w o r l d of Egipetskaya m a r k a , which provides no such i n v i t a t i o n . Here 
there has been a t u r n i n g away f r o m C h r i s t i a n c u l t u r e and a r t , and 
memory i t s e l f i s diseased and. f i c k l e ( I I , p. 30). As was p r e d i c t e d 
i n 'Pushkin i Skryabin' ( I I , p. 314), t h i s has l e d t o t o t a l chaos, 
t o the 'backward f l o w of time'. L i f e i s l i k e a t e r r i b l e dream i n 
which i t i s no longer p o s s i b l e f o r Mandelstam t o a l t e r or improve 
the s i t u a t i o n ( I I , p. 39: the repeated references t o the process o f 
growing younger - 'bmolazhivaetsya' I I , p. 6, 'molozhavaya 
babushka' I I , p. 28 - are p a r t of t h i s c h a o t i c r e v e r s a l o f t i m e ) . 
The way i n which the th e a t r e i s c h a r a c t e r i s e d i n Egipetskaya 
marka accords w i t h the treatment of the other a r t forms. A l l 
combine t o g i v e a r e l e n t l e s s statement both of the h o s t i l i t y of 
Mandelstam's environment and of h i s i n a b i l i t y at. t h a t time t o combat 
i t i n p o e t r y . 
- 183 -
Chapter Six 
The S t r u c t u r e o f Egipetskaya marka 
OSjiaCTb H C K V C C T I i a H OC06eHHO n 0 3 3 H H O T H O C H T C H K 
l e J I C B G K O B e f l e H b K ) , K K O T O p O M y K H K a K H X M e T o a o j i o r H^iecKHX 
njHnMHKOB H e non;o6paTb. » 
(N.Ya. I I , p. 49) 
Nadezhda Yakovlevna's comments on the approach t o a r t i s t i c 
c r e a t i o n are h i g h l y r e l e v a n t t o Egipetskaya marka which i s , as has 
already been observed, a 'poet's p r o s e 1 . This work does n o t lend 
i t s e l f e a s i l y to t r a d i t i o n a l s t r u c t u r a l a n a l y s i s , f o r there are 
many p o i n t s a t which the use and s i g n i f i c a n c e of c e r t a i n s t r u c t u r a l 
devices overlap. And y e t a close study of the s t r u c t u r e i s 
extremely h e l p f u l , since i t can lead to a f u l l e r understanding and 
ap p r e c i a t i o n c f the work's content and i m p l i c a t i o n s . This i s due t o 
the f a c t t h a t Mandelstam considered the form and content of a work 
to be o r g a n i c a l l y r e l a t e d , the form being a r e s u l t of the impulses 
behind the work. He demonstrates t h i s through the example of the 
Di v i n a commedia: 
To e c r b , ApawaTH^ecKan c T p y K T y p a c a M o r o p a c c i c a 3 a 
BbrreKaeT H 3 TenOpa, a BOBce He caM TeMSp n o f l M C K K B a e T C H 
flnH n e e H H a r i H J i H E a e T C f i Ha nee, KaK Ha KOJiop,xy 
( I I , p. 400) 
. . . T O e c T t 4)opMa e M y npeflCTaBJineTCH BbraHMKOH, a ne 
oSonotncoH . . . $ o p M a BbracHMaeTCH H 3 coflepx<aHHH-KOHn,ennHH ... 
( I I , p. 375) 
I n order to resolve the c o n t r a d i c t i o n between the b e n e f i t and 
d i f f i c u l t i e s i n v o l v e d i n the study of Egipetskaya marka's s t r u c t u r e , 
Mandelstam's own th e o r i e s on c r e a t i v e w r i t i n g have been taken as the 
framework to t h i s chapter. The purpose here i s not only t o d e f i n e 
the means by which Mandelstam creates the f a s c i n a t i n g s t y l e of 
Egipetskaya marka, but also - by r e f e r r i n g t o h i s own ideas - to 
attempt t o assess the impulses behind the s t r u c t u r e and i t s 
r e l a t i o n s h i p t o the s t r u c t u r e s o f Mandelstam's poetry and other 
prose. The th e o r i e s i n ques t i o n are those of fragmentation ( t o be 
found i n 'Zapisnye k n i z h k i ' ) , c o n t r a s t (discussed i n Mandelstam's 
review of Bely's Z a p i s k i chudaka) and 'obrashchaemost'' ( i n Razgovor 
o Dante). I n each case the tendencies e x h i b i t e d by Mandelstam's 
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other p r o s e and h i s p o e t r y w i l l be discussed, and the form each 
theory t a k e s i n Egipetskaya marka w i l l be analysed. 
1. Fragmentation 
I n the 'Zapisnye k n i z h k i ' Mandelstam asserts t h a t prose must 
n e c e s s a r i l y be of a fragmentary nature since man's p e r c e p t i o n of 
r e a l i t y i s uneven : R e a l i t y may be continuous, but our a p p r a i s a l o f 
i t can never be a continuous whole: 
Hama naMHTB, Hani o m r r c ero nponajiaMH ... n p o a a , K S K 
6H H C H O H noflpo6HO, KaK 6w flenoBiiTO H BepHO OHa H H 
' c o c T a s n H J i a c b , B c e r ^ a odpa3yeT npepMBHCTbm p«n ... ona 
H M e e T JXejlO T O U b K O c H H T e p B a J i a M H . . . 
('Zapisnye k n i z h k i ' , I I I , pp. 165-167) 
Somewhat e a r l i e r i n the same 'Zapisnye k n i z h k i ' Mandelstam e x p l a i n s 
more g r a p h i c a l l y h i s technique f o r t r e a t i n g the m a t e r i a l w i t h which 
r e a l i t y presents him. He i s l i k e a l i t t l e boy catching rays of 
s u n l i g h t i n a m i r r o r and r e f l e c t i n g them i n unusual d i r e c t i o n s : 
Ho m a 3 Moa/nanKHH go B c e r o CTpaKHoro, MKMonernoro K 
CKopoTeMHoro/yjiaBJiHBarc B nyTemecTBHH J I H I H B CBeroHocHyio 
APOxob/cjiyMaftHocTeH/, pacTHTenbHbm opHat-seH'r/ 
ReilCTBHTejIbHOCTH/. . . 
( I l l , p. 149) 
H i n t s o f the p r i n c i p l e s of I m p r e s s i o n i s t p a i n t i n g are t o be seen 
here i n the concern w i t h the e f f e c t s of l i g h t and w i t h unusual (but 
not continuous) d e t a i l which forms the basis of Mandelstam's prose, 
as of the I m p r e s s i o n i s t s ' work. The e t y m o l o g i c a l l i n k between the 
words 'podrobnyy' and 'drobnyy' was c l e a r l y appreciated by 
Mandelstam ('Zapisnye k n i z h k i ' , I I I , p.151) and i t i s p a r a l l e l t o 
the r e l a t i o n s h i p between close a t t e n t i o n to d e t a i l and fragmentary 
s t y l e , which i s so important i n h i s prose. Mandelstam considered 
t h a t the I m p r e s s i o n i s t s had resolved the task of o r g a n i c , s y n t h e t i c 
c r e a t i o n ( I I I , p . 161) and synthesis was p r e c i s e l y the task which he 
a l l o t t e d t o prose: 'Prozaicheskaya forma: s i n t e z ' ( I I I , p . 167). He 
t h e r e f o r e r e j e c t s the idea of a continuous ('sploshnoy', I I I , 
pp. 166-167) prose s t y l e i n favour of a fragmentary form. As 
I r i n a Semenko suggests, t h i s preference i s very much a p a r t of h i s 
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a e s t h e t i c outlook . An awareness of breaks i n c o n t i n u i t y i s a 
c h a r a c t e r i s t i c of h i s a p p r a i s a l of the work of v a r i o u s scholars and 
a r t i s t s . I n h i s a r t i c l e 'Fyotr Chaadaev' (1915) Mandelstam 
demonstrates t h a t the fragmentary form of Chaadaev's work should be 
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appreciated as a means of comprehending the l a t t e r ' E thoughts: 
iSparMeiiTW . , . H T O 3 T C : i i a M e p T a H i f e r i i n j i a n H J I H yace 
caMO ero o c y n r e c T B J i e H H e ? HanpacHO A o f i p o c o B e c T H K i i 
H C C J i e f l O B a T e j i j i s s f l b i x a e T 06 yTpa^ei-moM . . . ^ p a r a e n T a p u a H 
4>opMa . . . B i i y T p e H H o o6ocHOBaHa ... 3HHHne nycroTbi ... . 
- 3 T O O T C V T C T B y i O m a H MblCJIB O P o C C H H . 
( I I , p. 288) 
I n 'Barsuch'ya nora', w r i t t e n on the f i r s t anniversary of Blok's 
death, Mandelstam c o n t r a s t s Blok's a b i l i t y t o h e a r the ' s u b t e r r a n e a n 
music o f Russian h i s t o r y 1 w i t h the absence of sound which i s the l o t 
of o t h e r s : '... B J I O K cjiyman n o f l 3 e M H y i o M y s H K y pyccKoft H C T O P H H , TSLM, 
r,n;e caMoe H a n p n x t e H H o e yxo y n a B J i H B a n o T O J I B K O CKHKonH^ecKyio naysy' 
( I I , p. 272). Perhaps the ' s t r a i n i n g ear' belonged t o Mandelstam 
hi m s e l f ( i t . w a s p a r t of h i s p o e t i c equipment - see 'Onyx * j y T K H I I 
napyc H a n p H r a e T 1 , I , no. 15). The 'syncopated pause' i s c e r t a i n l y 
more c h a r a c t e r i s t i c of Mandelstam's own p e r c e p t i o n of the times i n 
Shum vremeni, f o r example, where the emphasis i s on s e p a r a t i o n and 
lack of c o n t i n u i t y : ',.. MejKfly M H O H H B e K O M n p o s a j i , P O B . . . ' 
( I I , p. 99). 
S i m i l a r l y , Mandelstam's assessment of the work of the 
e v o l u t i o n i s t s , Lamarck and Darwin, stresses s e p a r a t i o n and breaks i n 
c o n t i n u i t y . I n the case of Lamarck t h i s i s i n terms of the theory 
i t s e l f : 'JIaMapK q y B C T B y e T n p o B a j i b i Meacfly miaccaMK' ('Zapisnye 
k n i z h k i ' , I I I , p. 161); i n the case of Darwin i t i s i n terms of the 
way i n which the theory i s presented. Here Mandelstam a l l u d e s once 
more t o the techniques of I m p r e s s i o n i s t p a i n t i n g : 
... flapBHH n p H 3 b i B a e T ce6e H a noMomB cseT H B 0 3 f l y x , 
B H H M a T e i l b H O y ^ C H T b l B a e T paccTOHHHe . .. 
('Vokrug n a t u r a l i s t o v ' , I I I , p. 134) 
. . . 3 a 6 o T a flapBiiHa-imcaTejiH 0 HanSonee B b i r o f l H O M 
^ H S H ^ e c K O M ocBenjenHH K a x f l o f i fleTajni . . . flapBHH 
pacnojiaraeT $aKTbi . . . O H nosBojineT H M AbimaTB. 
( ' L i t e r a t u r n y y s t i l ' Darvina', I I I , p. 178) 
( i ) Fragmentary tendencies i n Mandelstam's poetry and other prose 
The. p r i n c i p l e of fragmentation, which i s a t i t s most developed 
i n Egipetskaya marka, i s b a r e l y i n evidence i n the c r i t i c a l prose -
the c r i t i c a l genre i s f a r more d i r e c t i n i t s approach than the 
c r e a t i v e . However, i t does appear i n Mandelstam's other major 
c r e a t i v e prose works. I t i s present i n d i r e c t l y i n t h e i r o v e r a l l 
c o n s t r u c t i o n . Shum vremeni and Puteshestvie v Armeniyu are o f a 
s u i t e - l i k e s t r u c t u r e , made up of i n d i v i d u a l t i t l e d s e c t i o n s . These 
sections are complete i n themselves and they b r i n g t o mind Mandelstam' 
d e f i n i t i o n of s u i t e s t r u c t u r e i n the 'Zapisnye k n i z h k i ' , where he 
speaks of 'samostoyatel'nye glavy' as making up a s u i t e 
( ' L i t e r a t u r n y y s t i l ' Darvina', I I I , p. 176). 'Chetvyortaya proza' 
is . also d i v i d e d i n t o chapters, but these are not t i t l e d and are 
sh o r t e r than those of the ether tT.;c wcrkc. Here i t i s a ques t i o n 
r a t h e r of v a r i a t i o n s on a theme. I n none of the works i s e x p l i c i t 
comment made on the connection between the chapters. Shum vremeni 
and Puteshestvie v Arraeniyu have the u n i f y i n g basis of being i n s p i r e d 
by the people, places and events of Mandelstam's own experience and 
'Chetvyortaya proza 1 i s given a sense of cohesion by the theme of h i s 
b i t t e r n e s s and d i s g u s t . A more obviously fragmentary device i s seen 
i n the s h o r t paragraphs, the sho r t statements and q u e s t i o n , the 
b r i e f i m p r e s s i o n i s t i c scene-setting sentences which begin t o appear 
i n Shum vremeni. I n a l l three works i t i s the l a s t chapter which 
contains the most d i r e c t l y fragmentary s t y l e and t h i s i s s i g n i f i c a n t 
since i n each case i t i s the l a s t chapter which deals w i t h the most 
d i s t u r b i n g m a t e r i a l . The f i n a l chapter of Shum vremeni i s the most 
d i s t u r b i n g from the p o i n t of view of Mandelstam's c r e a t i v e l i f e , w i t h 
i t s development of the themes of s p i t e , c o l d , snake-like sounds, w i l d 
beasts and n i g h t . I n the l a s t chapter of 'Chetvyortaya proza' 
u n f i n i s h e d sentences are used i n the p r e s e n t a t i o n of a s e r i e s of 
characters who pass f l e e t i n g l y and menacingly through the f i n a l 
paragraphs - Lenin, Trotsky and the monster Viy ( I I , p. 192). I n 
the case of Puteshestvie v Armeniyu the use of sho r t paragraphs and 
sh o r t sections w i t h i n each chapter i s prominent throughout ( f o r 
example the chapter 'Frantsuzy', I I , pp. 159-162). The l a s t chapter 
d e p i c t s a s i n g u l a r l y d i s t u r b i n g s i t u a t i o n and has the most obv i o u s l y 
fragmentary form. Mandelstam increases the e f f e c t of fragmentation 
by spacing out h i s s h o r t sentences and by the use of numerals 
( I I , pp. 175-176) - a device which he must have observed i n the work 
of the Serapion Brothers ( i n N i k i t i n ' s Noch' f o r example)^®. The 
Serapions' concern f o r i n n o v a t i o n i n l i t e r a r y s t y l e - f o r instance 
the i n c l u s i o n of vagrant f o o t n o t e s , documents and numerals - was 
intended to i n s p i r e i n the reader an a p p r e c i a t i o n of s t r i k i n g l y 
c o n t r a s t i n g s t y l e s . The Serapions do not seem to have impressed 
Mandelstam, however, f o r he describes t h e i r s t y l e as 
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'tsementirovannoy chem ugodnc' ('Literatiurnaya Moskva', I I , p. 334). 
The numerical device i n Puteshestvie v Armeniyu i s not j u s t f o r e f f e c t . 
I t i s a c o n t i n u a t i o n of the fragmentary s t y l e developed i n the. work 
and i t h i g h l i g h t s the impression t h a t the statement being made i s a 
matter of urgency. Mandelstam i s d e s c r i b i n g 'odin dobavochnyy den 1' 
( I I 9 p. 176) granted t o Arshak and t o h i m s e l f - time i s s h o r t and a 
device s t r e s s i n g the urgency of the s i t u a t i o n i s t h e r e f o r e r e q u i r e d . 
The poetry does not share the p r i n c i p l e of f r a g m e n t a t i o n 
e v i d e n t i n Egipetskaya marka and the o t h e r major prose works. The 
g a p s and spaces i n the p o e t r y are of a r a t h e r d i f f e r e n t nature from 
the fragmentation upon which the c r e a t i v e prose i s based. Poetry i s 
concerned w i t h wholeness ( I , no. 75) which would seem to be connected 
w i t h the f a c t t h a t i t stems from a g r e a t e r depth and i s a s t a t e m e n t 
of deep personal c o n v i c t i o n , as Kadezhda Yakovlevna explains 
(N.Ya. I I , pp. 211, 271). The only i n t e r v a l s i n the p o e t r y are 
'signs' ('znaki') which i n d i c a t e wholeness and t o which the reader 
must be s e n s i t i v e i f he i s t o appreciate the poem as a whole: 
... n o s T H ^ e c K o e imcbMO B 3HatmTenbHoft CTenenn 
npeACTaBjineT SojibmoH npo5en, 3Hfnomee OTcyTCTBiie 
MHOXeGTBa 3HaKOB ... nOSTHMeCKH rpaMOTHblH 
tiHTaTenb c r a B H T H X O T C C 6 H , x a x 6bi K3BjjeKaH H X 
H3 caMoro TeKCTa. 
('Vypad', I I , pp. 230-231) 
( i i ) Fragmentation i n Egipetskaya marka 
I n Egipetskaya marka Mandelstam c l e a r l y s t a t e s h i s i n t e n t i o n to 
adopt a fragmentary manner i n the f o l l o w i n g i m a g i n a t i v e r e p r e s e n t -
a t i o n of fragmentary s t y l e : 
H He C50K)Cb SeCCBJISHOCTH H pa3pbIBOB. 
C T p n r y 6y>iary A J I H H H M M H HoxcmmaMH. 
IIofiK.neHBaio jieKTo^iKH GaxpoMKOH. (II» P> 25) 
I f p e r c e p t i o n of r e a l i t y ('opyt'', 'pamyat") i s the g u i d i n g 
p r i n c i p l e of p r o s e composition, then the s t a t e both of r e a l i t y and 
of the one who perceives i t w i l l play some p a r t i n the r e s u l t a n t 
work, Mandelstam's a l l u s i o n s t o h i s own s i t u a t i o n and t o h i s view 
of l i f e and r e a l i t y make i t evident t h a t a fragmentary s t y l e i s the 
f i t t i n g form f o r Egipetskaya m a r k a . His s i t u a t i o n i s c h a r a c t e r i s e d 
by a lack of confidence and by the i n a b i l i t y t o create ('TocnoAH! 
He CAenaii M C H H noxojiaiM na IlapHOKa!' I I , p. 2 4 ; '... ue cxtHina CBoero 
r o n o c a ' I I , p. 32). He i s a c u t e l y aware o f l i f e ' s 'provaly' 
('... Bee A O J D K H O o6opBaTbCH ...' I I , p. 3 6 ) . His a p p r a i s a l of 
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r e a l i t y i n Egipetskaya marka i s i n e f f e c t a d e f i n i t i o n of the work 
and i t c l e a r l y demonstrates the impulses behind the d i s j o i n t e d s t y l e : 
CTparaHO noAyMaTb, I T O Hauia X H 3 H B - 3*ro n o B e c i b 6e3 
<jja6yjm H r e p o r t , c f l e j i a H K a n H 3 n y c T O T M H CTeKJia, H S 
ropaqero neneTa O R H H X OTCTyrnieimft, H 3 n e T e p S y p r c i c o r o 
HHcpnysHUHoro 6pe«a ... B O BceM pemKTejibHo MHe 
yyAHTCH saAaTOK rao6HMoro n p o s a H ^ e c K o r o 6pena . . . 
., o cocTOflime? Korfla y scex Bemeii C J I O B H O acap .. „ 
( I I , p . 4 0 ) 
The work i s composed of two elements which l a c k any human chara c t e r -
i s t i c s - emptiness a:id glass. The l a t t e r i s a t once a m a t e r i a l 
which f e a t u r e s i n Mandelstam's d e p i c t i o n s o f the death-bound w o r l d 
of p r e - r e v o l u t i o n a r y years ( I , no. 1 2 5 ; I I , p . 4 5 ) and the u n a s s a i l -
able substance o f which Dostoevsky's C r y s t a l Palace and i t s modern 
descendants were formed ( I , no. 2 6 5 ) . The r e a l i t y which i s the 
subj e c t o f composition i s c h a r a c t e r i s e d by the c o n t r a s t i n g symptoms 
present i n a p a t i e n t before the onset o f a n i l l n e s s such as 
i n f l u e n z a : '... see O H H paflocTHo B036yKAeKBi H S O J I B H M ( I I , p. 4 0 ) . 
The r e s u l t a n t composition shares t h i s s t a t e of f e v e r i s h d e l i r i u m -
'bred* - an i n v a r i a b l y negative word i n Mandelstam's l e x i c o n ( i n 
'Pushkin i Skryabin', f o r example, i t fe a t u r e s i n the statement t h a t 
a r t i s no more - I I , p. 3 1 4 ) . Prose i s made up of f e v e r i s h 
m u t t e r i n g s and the process of composition i t s e l f has the a t t r i b u t e s 
of a dream s t a t e : 'mne chuditsya' ( I I , p. 4 0 ) . The t e r r i f y i n g p o i n t 
here i s t h a t l i f e and prose w r i t i n g are completely i d e n t i f i e d ('.„.. 
Hama J K H 3 H B - S T O noBecTb ...', I I , p. 4 0 ; ' . . , O T K P H T M H p y c c K o i i 
npo30H H J T I I caMoii/pyccKOH JKH3HbK> ...', I I , p . 2 7 ) . During the p e r i o d 
of s i l e n c e l i f e was f o r Mandelstam d i s t i n g u i s h e d by t h a t same 
f r i g h t e n i n g l y dream-like q u a l i t y depicted i n Egipetskaya marka. This 
i s r e f l e c t e d i n one of h i s most d e s p a i r i n g l e t t e r s , w r i t t e n i n 1 9 3 0 : 
' C T O H T J I H Te6e roBopHTb, KaKOii 6pefl, KaKOii RUKim TycK.Tbiii C O H B e e , 
B e e , Bee ( I l l , p . 2 6 0 ) . I n i t s concern w i t h a ni g h t m a r i s h 
s t a t e Egipetskaya marka does of course f o l l o w i n the f o o t s t e p s o f 
the work of Dostoevsky (P r e s t u p l e n i e i nakazanie), Gogol (Mevskiy 
prospekt, P o r t r e t ) and, most s t r i k i n g l y , of Pushkin's Mednyy vsadnik, 
where the world w i t h which the mad Evgeny must contend bears much 
resemblance t o t h a t of Egipetskaya marka: '..„ K H S H B H H ^ T O , icaic C O H 
n y c T o f i ' T h i n g s are no longer what they seem t o be - the exact 
opposite i n f a c t o f the ' . . . npexpacHan ( f c a M H J i b J i p n o c T b c M I I P O M 
p e a j i b H b i x Bemeft' (Puteshestvie v Armeniyu, I I , p. 1 4 3 ) which had so 
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impressed Mandelstam i n Armenia. A phrase from Gogol's Nevskiy 
prospekt gives an accurate d e s c r i p t i o n o f the deceptive nature of 
the w o r l d depicted i n Egipetskaya marka: 'Bee o& M a n , uce M e w r a , Bee 
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He T O , HTO KajKeTCfl' , Mandelstam makes f u r t h e r comment i n the l a s t 
chapter of Egipetskaya marka on the nature of h i s prose composition. 
Here he dep i c t s s p e c i f i c e f f e c t s of r e a l i t y upon the process of 
composition i t s e l f , which i s exposed to a l l the dangerous i n f l u e n c e s 
of the modern wor l d - p r i m a r i l y t h a t of the r a i l w a y : 'Hejie3HaH 
fiopora H3MeHHJia nee TeieHHe, Bee nocTpoenne, Becfc T B K T nameH npo3w' 
( I I , p. 41). ( I t should be noted here t h a t Mandelstam r e f l e c t s t h i s 
i n f l u e n c e i n the t r a i n - l i k e rhythm of t h i s r e p e t i t i v e , rhyming 
statement.) Ke does not say t h a t h i s prose has acquired the chara c t e r -
i s t i c s of the r a i l w a y - e i t h e r the r a i l w a y ' s r e g u l a r i t y (expressed 
i n the rhythm) or the p o t e n t i a l h o s t i l i t y of the r a i l w a y ' s heaviness, 
beefiness and o i l i n e s s ( I I , p. 41). Prose i n h e r i t s o n l y attendant 
c h a r a c t e r i s t i c s and i s r e l a t e d t o the: 
. . . deCCMblCJIGHHOMy J I O n O T a H b K ) 4>PaHU .y3CKOrO My,KH*JKa H 3 
A H H H KapeHHHOH. JKejissHOftoposcHaji n p o s a , K H K . flaMCKan 
cyMOtiKa 3 T o r o npep,CMepTHoro M y K H M K a , nojma H H C T p y M C H T a M H 
cu,emnHKa5 6peflOBLiKn *iacTHMKaMH, cKoSHHbiMH npennoraMH, 
KOTopbw M e c r o Ha c r o n e cyfteSHbix yjiHK, p a 3 E H 3 a n a O T 
BCHKOH 3a60TbI O KpaCOTe H OKpyrjieHHOCTH. 
( I I , p. 41) 
There i s indeed no sense of 'beauty' or 'roundedness' about these 
instruments, but they are not h o s t i l e i n themselves - t h e i r heavy 
m e t a l l i c nature i s not n e c e s s a r i l y t h r e a t e n i n g . A f t e r a l l , 
Mandelstam was n o t e n t i r e l y i l l - d i s p o s e d towards machinery (N.Ya. I , 
p. 267) or heavy instruments. He describes the Armenian language, 
a source of i n s p i r a t i o n , i n terms of ironmongery and the 'skobyanye 
p r e d l o g i ' of Egipetskaya marka b r i n g t o mind the i n c i s i v e consonants 
of Armenia: 'I'p.e 6yKBbi - xy3He^Hbie KJiemjH,/!! naisfloe C J I O B O - cKo6a 
( I , no. 205). Nor are these instruments n e c e s s a r i l y opposed t o what 
Mandelstam i s t r y i n g t o achieve i n h i s prose, as Clarence Brown 
suggests: 
His prose could never be submitted as l e g a l evidence i n 
any imaginable c o u r t , f o r i t s aim i s t o be b e a u t i f u l l y 
rounded. I t s only testimony i s to t h a t i n e f f a b l e s a t i s -
f a c t i o n t h a t comes when sentences wave l i k e f l a g s and 
s t r u t l i k e peacocks and r o l l t r i p p i n g l y o f f the t o n g u e . 
Professor Brown seems t o be concerned here to an e x t e n t w i t h the 
sound of h i s own prose. Although i t i s t r u e t h a t i n d i v i d u a l 
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sentences and passages i n Egipetskaya m a r k a d i s p l a y a d e l i g h t f u l 
s k i l l and mastery i n the handling of language, i t seems u n l i k e l y 
t h a t Mandelstam's aim i n the composition of t h i s work was t o achieve 
a sense of 'beauty and roundedness'. I t i s evident t h a t h i s 
b l a t a n t l y s t a t e d i n t e n t i o n t o make the work fragmentary does not 
correspond w i t h the s t r i c t l y conventional concepts of 'beauty and 
roundedness'. Indeed i t would appear t h a t Mandelstam's a l l u s i o n s 
t o these concepts are c f a s a r c a s t i c n a t u r e . Comments from several 
o f h i s a r t i c l e s and reviews r e v e a l t h a t he associated 'roundedness' 
w i t h the f i x e d , o v e r t l y e x p l i c i t and unimaginative forms common t o 
b u r e a u c r a t i c , t r a n s l a t i n g and e d i t o r i a l c i r c l e s , which had no t r u c k 
w i t h f r a g m e n t a t i o n , understatement or 'bessmyslennoe lopotan'e': 
... r#e cfrpasa 3 a K p y r j i e H a K S K B Kaim,enHpcKOM 
npoTOKone 
(Review of An. Sventitsky's 'Kniga skazan'ya', I I , p. 420) 
Pe#aKTop ... ne3HH<i>Hi],HpyeT nepeBOfl ... 3aKpyrJiKeT 
$pasbi, ycTpaHHeT 6eccMbicjmju,u ... 
('Potoki k h a l t u r y ' , I I , p. 429) 
The fundamental 'zabota' of t r a n s l a t o r s and e d i t o r s was t o 
achieve an outward e f f e c t of beauty and roundedness - f o r example, 
no unorthodox use of p a r t i c l e s and l i n k i n g words was p e r m i t t e d 
('HCTpe&nneT M H o r n e T M C H M H " K O T O P M H " H " * I T O " ..." 'Potoki k h a l t u r y * , 
I I , p. 429). Mandelstam's own use of p a r t i c l e / i n s t r u m e n t s i s 
d e f i a n t l y c o n t r a d i c t o r y : they are ' d e l i r i o u s ' and have no connection 
w i t h beauty or roundedness. Indeed perhaps t h e i r appearance i n 
Mandelstam's prose could be c i t e d ('... Mecro Ha crane cyn.e6Hbrx 
yraiic I I , p. 41) as an example of h i s unorthodox s t y l e . The task 
and m e n t a l i t y of the prose w r i t e r may be. i d e n t i f i e d w i t h those of the 
r a i l w a y worker, but i n the case o f Mandelstam a t l e a s t the d e l i r i o u s 
p a r t i c l e s do not f u l f i l t h e i r task of c o u p l i n g : fHa no6erymicax y 
Moero co3HaHHH flsa-TpH C J I O B6HK3. , " H B O T " , "yjKe", "BApyr"; O H H 
M O T a i o T C H H3 s a r o H a B Baron ...' ( I I , p . 41). They d i s p l a y a sense 
of movement which Mandelstam was l a t e r t o advocate as a p r e r e q u i s i t e 
o f prose: 'CMwcuoBbie c J i o B a p H b i e Ma.CTnu.bi, pasderaiomi-iecH no M e c T a M ' 
('Zapisnye k n i z h k i , I I I , p. 167). Mandelstam negates the e d i t o r i a l 
approach i n d e p i c t i n g the p a r t i c l e s as being i n a s t a t e of f e v e r i s h 
movement. I n h i s hands they are used not t o f i x and e x p l a i n , but t o 
d i s l o c a t e and fragment (see below, pp. 238-239)• His wish t o avoid 
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the c o n v e n t i o n a l l y r o u n d e d forms i s i n evidence again i n h i s 
i n t e n t i o n to partake of unboiled water s t r a i g h t from the tap ( I I , 
p. 41). B o i l e d water i n Egipetskaya marka i s a f e a t u r e of very 
b u r e a u c r a t i c , h i g h l y u n a r t i s t i c conference p r e p a r a t i o n s : c 
6ejihiMii jmcTaMii 6yMara f c O T T O H M P . H H I J I M H K a p a u f l a i n a M H H C rpa$ H H O M 
KHromenovi Bonfai' ( I I , p. 23) - paper and p e n c i l s were h a r d l y 
p r e r e q u i s i t e i n Mandelstam's c r e a t i v e p r o c e s s (N.Ya. I , pp. 192-197). 
He a t t r i b u t e s t o b o i l e d water a 'rubbery' a f t e r t a s t e ( I I , p. 5 ) , 
p r e c i s e l y the q u a l i t y he was t o ascribe t o the ' k a n t s e l y a r s k i y ' 
( I I , p. 478) t r a n s l a t i o n work of Gornfel'd: 'KameoSpasHbiH C H H T 3 K C H C , 
O T c y r c r B H e pHTMa npo3bi, pesKHOBbiH nsbiK ...' (Pis'mo^redaktsiyu 
Vechemey Moskvy, I I , p. 479). Mandelstam i s eager t o expose hims e l f 
t o disease, t o get away from the n e g a t i v e l y s t e r i l e approach which he 
sees not only i n the work of e d i t o r s and t r a n s l a t o r s , but i n other 
prose w r i t e r s too. (For example, h i s assessment of p s y c h o l o g i c a l 
experimentation i n prose i s couched i n terms of a n t i s e p t i c surgery 
- ' L i t e r a t u r n a y s Moskva', I I , p. 333). The abandonment i m p l i e d i n 
Mandelstam's declared i n t e n t i o n to d r i n k unboiled water i s a step on 
the way t o h i s s a r c a s t i c denunciation i n the f i r s t chapter of 
'Chetvyortaya proza' of those who p r o t e c t themselves w i t h a s t e r i l e 
shroud ( I I , p. 179). This abandonment i s thoroughly i n keeping w i t h 
the s p i r i t of Egipetskaya marka's s t r u c t u r e and s t y l e , where t h e 
prose's lack of conventional 'beauty' i s a r e f l e c t i o n of Mandelstam's 
p r o t e s t against the c o n d i t i o n s of the twenties and i n p a r t i c u l a r 
a gainst the work w h i c h he was forc e d t o undertake. I t i s an example 
of h i s i n a b i l i t y to concede t o the 'major form' mania (N.Ya. I I , 
p p . 380 f f . ) which gripped the l i t e r a r y w o r l d a t the time. Indeed 
i t would seem t h a t Mandelstam i s i n t e n t on parodying such a form. 
Fragmentation i s apparent i n Egipetskaya marka i n both the 
o v e r a l l c o n s t r u c t i o n ( l a y o u t , p l o t , chapter d i v i s i o n ) and i n c e r t a i n 
s t r u c t u r a l devices ( s i m i l e , metaphor, t r a n s f e r of e p i t h e t , n a r r a t o r s , 
temporal and s p a t i a l displacement). 
(a) Layout 
The p u b l i c a t i o n of Egipetskaya marka i n a separate e d i t i o n w i t h 
Shum vremeni was a matter on which Mandelstam had very d e f i n i t e views. 
I n h i s l e t t e r to a c e r t a i n Korobova ( e v i d e n t l y a member of the 
e d i t o r i a l s t a f f - I I , pp. 492-494) he i n s i s t s on the n e c e s s i t y of 
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f o l l o w i n g h i s l a y o u t of the work, w i t h i t s d e f i n i t e spacings and 
gaps: 'B Er M . , cocToamefi K S 4 > p a r M e H T O B, nponyneH u ,e j ibm p H / j 
"cirycKOB". O H H o-qenb DasHbi. fl K X OTMe^aio' ( I I , p . 4 9 3 ) . The l a y o u t 
of Egipetskaya marka i s not as unconventional as t h a t of other prose 
works of the twenties ( f o r example Bely's Z a p i s k i chudaka) b u t i t 
does create a v i s u a l impression of fragmentation. Mandelstam makes 
use of s h o r t , i n d e n t e d l i n e s ( f o r instance I I , p . 2 5 ) ' and extended 
sentences i n which fragmentation i s expressed by means of the 
arrangement and spacing of l i n e s ( I I , p. 2 8 , l i n e s 8 - 2 2 ) . Passages 
constructed i n t h i s way are i n s e r t e d a t i n t e r v a l s throughout the work. 
This f r e q u e n t l y strengthens the impression t h a t they are not a t f i r s t 
s i g h t connected w i t h the surrounding m a t e r i a l . 
(b) P l o t c o n s t r u c t i o n 
The. c o n s t r u c t i o n of the p l o t seems s p e c i f i c a l l y designed t o 
enhance the e f f e c t of fragmentation - i n t h i s Mandelstam i s perhaps 
parodying s t r i c t forms of composition. He i d e n t i f i e s h i s work i n 
Egipetskaya marka w i t h the preparations f o r a sonata ( I I , p. 2 5 ) . 
This most ordered of musical forms was one which Mandelstam heard 
resounding loud and c l e a r i n the twenties - to the e x c l u s i o n of the 
sound o f h i s own p o e t r y . I n h i s verse i t i s c h a r a c t e r i s e d a s the 
embodiment of t h r e a t , the product of t h a t h o s t i l e instrument of 
bureaucrats and w r i t e r s , the t y p e w r i t e r : 
To y H f l e p B y f l a xpam.: C K o p e e B B I P E H KJiaBHra -
H myHbio K O C T o ^ K y Haftflemb ... 
Ho miinymHX ManmH npocTan coHaTHHa -
Jlraob T e H b C O H 3 T M o r y n p i x Tex. ( I , no. 1 4 0 ) 
Where traces of sonata s t r u c t u r e are d i s c e r n i b l e i n the p l o t they are 
s t r o n g l y parodied. One c h a r a c t e r i s t i c reminiscent of sonata form i n 
Egipetskaya marka i s the presence of two p l o t l i n e s . (Indeed 
Mandelstam seems t o have had a penchant f o r t a k i n g two thematic 
l i n e s - t h i s was t o have been the case i n 'Fagot' I I , p. 4 9 7 ) . 
The f i r s t thematic l i n e i s concerned w i t h the t h e f t of the coat 
and Parnok's attempts t o recover i t . I n the f i r s t chapter h i n t s of 
the t h e f t are given i n a h i g h l y s u r r e a l i s t i c manner: 
- C H H T ? 
- CnHT I ... ElapaMbDKHHK, Ha Hero s j i e i C T p u M e c K O H jiaMno^ K H K a n K o ! 
IIocjieflKHe 3epHbmiKH Kofye uc^esna B K p a r e p e M e j i b H n u,bi—m a p M a H K H . 
YMblKaHHe C O C T O J U r O C b . 
MepBHc noxHTHJi ee K a i c cadHiraHKy. 
( I I , p . 6 ) 
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Mandelstam does not s t a t e who the two c r i m i n a l s a r e h e r e , although 
i t seems l i k e l y t h a t the w i l y Madame Mervis would be a s s i s t i n g her 
husband. The f i r s t p l o t l i n e develops as Parnok's energies are 
d i v i d e d i n h i s desperate rush around Petersburg. His v i s i t s t o the 
barber, laundry, the d e n t i s t , h i s meeting w i t h the Shakhse-Vakhse 
crowd, give new dimensions t o the p l o t . But the d e s c r i p t i o n s of 
these events are c h a r a c t e r i s e d c h i e f l y by vagueness. Krzyzanowski's 
assessment of events i s b l a t a n t l y confused: 
0 HeM He 6ecnoKOHTcei>: lecTHoe C J I O B O O H mioMdnpyeT 
sy6. CKajsy BUM Sonbme: ceroAHH Ha ^OHTarace - He T O 
O H y K p a j i qacw, He T O y Hero yicpajiH. MajiBMHraica! 
rpH3H3H HCTOpHfl! 
( I I , P. 29) 
The vagueness of the f i r s t p l o t l i n e i n the work i s increased by the 
lack of chronology, by the absence of any normal u n f o l d i n g of events 
- the. ' f a b u l a ' i t s e l f . The main cha r a c t e r , Parnok, around whom 
events c i r c l e , i s not f o r m a l l y introduced u n t i l Chapter I I ( I I , 
p. 10); Mervis i s accused o f the t h e f t of the coat b e f o r e the t h e f t 
has taken place ( I I , p. 6 ) ; h i n t s as t o the reason f o r the t h e f t 
( t h a t i s , to Parnok's being a ' n e p l a t e l ' s h c h i k ' ) are n o t given u n t i l 
the penultimate chapter of the work ( I I , p. 33); the most t h r e a t e n i n g 
branch of the p l o t l i n e - the s i n i s t e r i n t e n t i o n s of the crowd - i s 
abandoned w i t h o u t conclusion. P e r s i s t e n t a u t o b i o g r a p h i c a l and 
a r t i s t i c d i g r e s s i o n s f u r t h e r d i s l o c a t e the already d i s j o i n t e d f i r s t 
p l o t l i n e . I n view of t h i s the ' r e c a p i t u l a t i o n ' of the coat theme 
at the end of the work forms an i r o n i c conclusion: Mandelstam adopts 
a t r a d i t i o n a l l y 'rounded' k o l ' t s o form, b u t conveys not the f a t e of 
the hero, but t h a t of the coat ( I I , p. 42) - which was, i n any case, 
known ( I I , p. 33). 
The hero does not f u l f i l the t r a d i t i o n a l r o l e of u n i f y i n g the 
p l o t . Digressions distance the various events and t h e r e f o r e 
Pamok's name i s mentioned o n l y a t very i r r e g u l a r i n t e r v a l s . And 
y e t Mandelstam o f t e n c o n f i d e n t l y r e f e r s t o Parnok as 'on', as though 
he were c a r r y i n g on an u n i n t e r r u p t e d n a r r a t i v e , however many gaps 
may have inte r v e n e d . At the beginning of the f o u r t h chapter Parnok 
f e a t u r e s prominently i n h i s f i r s t brush w i t h the crowd, but concen-
t r a t i o n on him g r a d u a l l y dwindles and s p e c i f i c mentions of h i s name 
become less f r e q u e n t . A f t e r the Fontanlca passage ( I I , p. 20) he i s 
r e f e r r e d to simply as 'on' and among the various fragments which 
c o n s t i t u t e the r e s t of the chapter he receives o n l y two more c r y p t i c 
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mentions ('ITapiiOK B C T p n x H y n c H . . . O H - mmomiafi K O C T O M K a . . , ' 
I I j p. 2 2 ) . I n t h e f i f t h chapter Parnok i s mentioned o n l y twice -
i n Mandelstam's a p p e a l not t o be i d e n t i f i e d w i t h him ( I I , p. 2 4 ) and, 
a f t e r a two-page i n t e r v a l , i n the s e c t i o n ' O H c f l e n a j i cjiaSoe yMoxiHiomee 
ABHWCHHe ( I I , p. 2 6 ) . Here Parnok i s r e f e r r e d t o e x c l u s i v e l y 
as 'on'. S i m i l a r l y i n Chapter V I I I h i s name i s given only once ( I I , 
p. 3 6 ) and t h e r e a f t e r he i s known as 'on' ( I I . pp = 3 6 - 3 8 ) = Other 
characters are introduced i n the same vague manner. I t i s not 
expl a i n e d , f o r example, who i s the subj e c t of ' O H H C BaxtHocTbio mim .. 
( I I , p. 3 2 ) ; t h a t i t i s a question of Krzyzanowski and h i s l a d y must 
be i n f e r r e d here from the manner and l o c a t i o n of the walk ('c 
E a j K H O C T b i o ... no 04 )HH,epcKofi') o The c h i e f method of c h a r a c t e r i s a t i o n 
- the c o n c e n t r a t i o n on one p a r t i c u l a r f e a t u r e - f u r t h e r fragments 
the p l o t , f o r the reader receives only a d i s t o r t e d view of t h e 
p r o t a g o n i s t s ( f o r example, the crowd's v i c t i m i s c h a r a c t e r i s e d by 
h i s coat c o l l a r - I I , p. 1 7 ; Aunt Vera by her c u r l s - I I , p. 3 1 ; 
and Parnok, of course, by h i s 'hooves' - I I , pp. 1 0 , 1 9 ) . 
I t should be noted t h a t i n the s t r u c t u r e of the f i r s t p l o t 
l i n e Mandelstam does t o a c e r t a i n e x t e n t f o l l o w the t r a d i t i o n a l 
s i t u a t i o n s of f o l k l o r e . A v i l l a i n attempts t o deceive h i s v i c t i m i n 
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order t o take possession of h i s belongings ; t h i s n e c e s s i t a t e s a 
quest ( t h e most t r a d i t i o n a l theme of f o l k t a l e s ) i n which Parnok, who 
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has t o leave home i n order to undertake the quest , has the r o l e of 
'seeker', although there are suggestions t h a t he i s also the 
' v i c t i m i s e d p a r t y ' ^ * ' . At t h i s p o i n t the f i r s t p l o t l i n e and the 
t r a d i t i o n a l f o l k t a l e d i v e r g e : there i s no magical i n t e r v e n t i o n t o 
rescue Parnok, no d i r e c t c o n f r o n t a t i o n or combat w i t h the v i l l a i n , 
and the t a l e does n o t end on the t r a d i t i o n a l note o f f u l f i l m e n t -
the marriage of the hero^"^. The only h i n t s of marriage f o r Parnok 
are p u r e l y h y p o t h e t i c a l and b l a t a n t l y improbable ( I I , p. 3 7 ) . 
Mandelstam has indeed merely touched upon the idea of a ' f a b u l a ' i n 
the f i r s t p l o t l i n e by h i n t i n g a t the anecdotal t a l e of a f o l k - l i k e 
s t r u c t u r e . I t i s most i n t e r e s t i n g t o note t h a t imagery used i n 
Egipetskaya m a r k a had appeared e a r l i e r i n Mandelstam's c r i t i c a l work 
i n h i s observations t h a t the Serapions were concerned w i t h anecdote 
and f o l k l o r e , not w i t h ' f a b u l a ' : 
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. . . H O aneKAOT mejco<*e.T ycHKaMH H S Ka7ra;oH mejm ... 
Miun>w a n e K f l O T , n e p n o e CBo5on,noe H p a , n , o c T H o e 
nopxaroie $a6yjibi . .. 
('Literaturnay2 Moskva', I I , p. 336), 
compare 
. . . BOSflyx, secb KHmeBUiHi i y c a T b i M H , J E H B H M H nopxawa^iMH 
yaHHHKaMH. 
( I I , p. 26) 
The f i r s t p l o t l i n e peeps out through the crevices of the second i n 
Egipetskaya marka but at no p o i n t i s i t developed a s i t might have 
been i n a 'major form'. 
The 'second s u b j e c t ' of the work consisted of Mandelstam's 
treatment of a r t i s t i c and a u t o b i o g r a p h i c a l themes and the development 
of these c e r t a i n l y does not f i t i n w i t h the demands of sonata form. 
The two subjects of Egipetskaya marka do n o t complement each o t h e r , 
as i n a musical sonata, but c o n s t a n t l y oust each other from the. 
reader's view. Egipetskaya marka opens w i t h the second sub j e c t •- a 
dream which f e a t u r e s domestic o b j e c t s ( I I , p. 5 - whose connection 
w i t h a r t has been noted above p. 148). Thereafter the work r e t u r n s 
c o n s t a n t l y t o var i o u s a r t i s t i c a l l u s i o n s and a u t o b i o g r a p h i c a l remin-
iscences connected w i t h a r t . An i r o n i c r e c a p i t u l a t i o n of the 
o r i g i n a l 'dream' statement of the second sub j e c t i s given i n the 
l a s t chapter i n the reference t o Anna Karenina's dream ( I I , p. 41 and 
see above p. 73). 
(c) Chapter d i v i s i o n 
The work's d i v i s i o n i n t o chapters does not f u l f i l the 
conve n t i o n a l f u n c t i o n of d i s t i n g u i s h i n g stages i n a chain of ideas 
or events. I n the f i r s t p u b l i c a t i o n of Egipetskaya marka ( i n 
Zvezda) there were three chapters and t h i s seems t o have been a more 
l o g i c a l d i v i s i o n than t h a t of the 'Priboy' e d i t i o n . The f i r s t o f 
the three Zvezda chapters ('Priboy' chapters I - I V ) comprised the 
Parnok p l o t , w i t h h i s v a r i o u s adventures and only occasional fragment-
a t i o n ( t h e references t o Shapiro, the Barbizon s c h o o l ) . The second 
('Priboy' chapters V-VI) was more fragmentary, d e a l i n g w i t h the 
muteness of Petersburg, deaf-mutes, musical n o t a t i o n , scandal, 
b a l l e t and r e f e r r i n g t o the Parnok p l o t only i n the p i c t u r e of the 
hero's despair ( I I , p. 26) and of Krzyzanowski's pompous p r o s p e r i t y 
( I I , pp. 29, 32). The t h i r d chapter ('Priboy' chapters V I I - V I I I ) 
opened w i t h a p i c t u r e of Mervis, alluded t o Parnok, but was c h i e f l y 
- 196 -
concerned w i t h the w r i t e r ' s c r e a t i v e c o n d i t i o n and h i s prose compos-
i t i o n ( I I , pp. 34, 40-42). Each of the three chapters t r e a t e d a 
v a r i e t y of themes but i n each, one p a r t i c u l a r theme was prominent. 
I n the f i r s t i t was the Parnok p l o t , i n the second a r t i s t i c 
d i g r e s s i o n s , and i n the t h i r d d i g r e s s i o n s concerned s p e c i f i c a l l y w i t h 
prose. The f i n a l d i v i s i o n i n t o e i g h t chapters d i s t o r t e d the very 
f a i n t o u t l i n e s of t h i s scheme. Each chapter became an i s o l a t e d u n i t 
of s h i f t i n g scenes i n which a sonata form of exposition/development/ 
r e c a p i t u l a t i o n i s dimly v i s i b l e . Chapter I opens w i t h a d i s t u r b i n g 
dream and develops i n t o an e q u a l l y d i s t u r b i n g p i c t u r e of Parnok's 
l i f e and m i s f o r t u n e s . The dream i s not r e c a p i t u l a t e d d i r e c t l y b u t 
the d e p i c t i o n of Mervis' screen which closes trie chapter repeats the 
technique of r e p r e s e n t i n g d i s t u r b i n g scenes and o b j e c t s i n a m o d i f i e d 
manner. S i m i l a r l y i n Chapter I I I the marvellous d e p i c t i o n of the 
r e a l laundry i s ' r e c a p i t u l a t e d ' a t the end of the chapter i n the 
m o d i f i e d and ' u n r e a l i s t i c ' imagery of a c e i l i n g p a i n t i n g . Chapters I I 
and V share the f e a t u r e of opening w i t h a d e s c r i p t i o n of Petersburg 
and c l o s i n g w i t h an a l l u s i o n t o some p a r t of i t ( I I - Kamenoostrovskiy 
prospekt; V - the cabby). The e x p o s i t i o n and r e c a p i t u l a t i o n of 
Chapters IV, V I and V I I I are concerned w i t h the f i r s t p l o t l i n e . 
Chapter IV i s the most d i r e c t l y t h r e a t e n i n g , w i t h i t s i n s i s t e n c e upon 
the crowd - the opening p i c t u r e of the d e n t i s t ( t o Mandelstam a 
s u i t a b l y h o r r i f i c i n t r o d u c t i o n t o the crowd) and the f i n a l f r i g h t e n i n g 
v i s i o n of Parnok's f a t e (he w i l l be swallowed l i k e a lemon p i p ) . 
Chapter V I opens w i t h a view of Krzyzanowski and closes w i t h h i s 
pompous procession along the O f i t s e r s k a y a ; Chapter V I I I begins by 
d e s c r i b i n g Parnok's unhappy s i t u a t i o n and ends w i t h Krzyzanowski's 
success. I n c o n t r a s t to the other chapters Chapter V I I shows an 
ominous development r a t h e r than a k i n d o f k o l ' t s o - Mervis' fu n e r a r y 
a s s o c i a t i o n s ( I I , p. 33) f i n d t h e i r conclusion i n the. death of Bosio. 
The 'development' sections o f the chapters are l a r g e l y made up of 
d i s p a r a t e m a t e r i a l which d i s t o r t s any e f f e c t of 'sonata' s t r u c t u r e 
which could be gained from the h i n t s of r e c a p i t u l a t i o n . The only 
d i s t i n g u i s h a b l e p a t t e r n i n the development sections i s t h a t when 
Mandelstam alludes d i r e c t l y or i n d i r e c t l y to Parnok ( e i t h e r t o the 
d e f i c i e n c i e s of h i s character or the dangers of h i s s i t u a t i o n ) he 
o f t e n then makes an a u t o b i o g r a p h i c a l d i g r e s s i o n - perhaps to t r a c e 
the o r i g i n s of t h e i r mutual misfortunes (see f o r example I I , pp. 11, 
25, 30, 38). 
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(d) N a rrators 
Egipetskaya marka i s Mandelstam's only work to make use of a 
n a r r a t o r . I t i s t r u e t h a t Puteshestvie v Armeniyu i s i n t e r s p e r s e d 
w i t h comments by the author, but here the tone i s of a c h e e r f u l and 
i m p e r t i n e n t Pushkinian d i g r e s s i o n ( f o r example 'No ne dovol'no l i ? ' 
I I , p. 161) not o f a confused and schizophrenic consciousness. 
I n the f i n a l chapter of Egipetskaya marka Mandelstam makes an 
i r o n i c comment on the n a r r a t i v e aspect of the work: 'Kaicoe 
H a c j i a x c f l e H H e H J I H n o B e c T B O B a T e j i n O T T p e T t e r o jmna n e p e H - r a K n e p B O M y ! 1 
( I I , p. 41). This h i g h l y i n a p p r o p r i a t e comment h i g h l i g h t s the 
d i v e r s e n a r r a t i o n employed. The n a r r a t o r assumes a v a r i e t y of guises 
which tend to fragment the s t r u c t u r e of the work. These are sometimes 
i n t e r r e l a t e d and i t i s o f t e n d i f f i c u l t t o d e f i n e the s p e c i f i c nature 
of each n a r r a t o r . Mandelntam i s present t o some exte n t i n most of 
the n a r r a t o r f i g u r e s . His most prominent f u n c t i o n i s to i n t e r r u p t 
the p l o t w i t h personal asides: 'Mne npeflCTaBjuuiocb ... R no^eMy-TO 
6i.in yBepeH ...' ( I I , pp. 11-12), ' A H H e nojryiy n p H r j i a m e H B H . . . ' 
( I I , p. 21). Where Mandelstam as n a r r a t o r i s i n v o l v e d d i r e c t l y w i t h 
the Parnok p l o t d i f f e r e n t f u n c t i o n s can be discerned. He may o f f e r 
a d i f f e r e n t i n t e r p r e t a t i o n of a h o s t i l e scene - i n the case of the 
laundry scene t h i s has the e f f e c t of s o f t e n i n g the i n i m i c a l impact 
of Parnok's experiences t h e r e : ' A H 6M posfian #eBynKaM B M e c T O y - n o r o B 
C K p n n K H CTpa#HBapnH ...' ( I I , p. 16). On other o c c a s i o n s Mandelstam 
i s revealed as a n a r r a t o r concerned w i t h the f a t e of h i s h e r o , to 
whom he issues warnings and commands ( f o r instance he advises Parnok 
about the dangers i n h e r e n t i n using the telephone - I I , p. 20). 
Mandelstam does not always appear as such a l e v e l - h e a d e d n a r r a t o r ; 
i n Chapter V he does not give advice, but i s overcome by the f u l l 
h o r r o r of Parnok's s i t u a t i o n and h i s only wish i s t o be q u i t e separate 
from h i s hero: 'TocnoflH! ... flaii MHe C H J I M O T J I H T O T B ce6fi O T Hero ..." 
( I I , p. 24). On c e r t a i n occasions Mandelstam the concerned n a r r a t o r 
addresses h i s audience d i r e c t l y , i n t e r p r e t i n g the nature of h i s 
characters and t h e i r preoccupations: 'Ha 6yMare B e p E e , r o c y f l a p H 
M O H ...' ( I I j p. 1.3), 'Ha TaKOH 6yMare, TOTaTejib ( I I , p. 1 3 ) , 
B H HHKorfla lie c K a x e T e ...' ( I I , p. 33). The i n f l u e n c e of the 
a u t h o r / n a r r a t o r can be observed l e s s d i r e c t l y i n the use of q u o t a t i o n 
marks. These can introduce personal or t o p i c a l comments: the 
i n c l u s i o n of the Bosio passage i n q u o t a t i o n marks suggests t h a t he 
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was q u o t i n g h i s own unpublished s t o r y ; the q u o t a t i o n marks used i n 
connection w i t h the rautterings of the f e a r f u l stone lady ( I I , p. 30) 
seem t o be an a l l u s i o n t o a saying from student c i r c l e s and the 
' s t r i g kupony' ( I I , p, 31) a t t r i b u t e d t o Pergament was o b v i o u s l y a 
t o p i c a l saying. Sometimes Mandelstam i s more d i r e c t i n h i s use of 
q u o t a t i o n marks - i n the q u o t a t i o n from Pushkin's Mednyy vsadnik 
( I I ; p. 3V) ; f o r example, they p o i n t t o the f a m i l i a r i t y of rarnok's 
l i t e r a r y h e r i t a g e . 
One n a r r a t o r assumes the p a r t of an u n s p e c i f i e d 'we': 
Ma CTOTaeM Ha ronM ... ( I I , p. 6) 
He A H 3 T O J I H OpaHca X O P O H H M . . . a Ben.eM T O I I H T I > Ha 
*OHTaHKy ... ( I I , p. 18) 
Mbi 6eperjiH ero O T npocTyflw ... ( I I , p. 24) 
I n the f i r s t case the subje c t of the verb may be taken as 'those who 
f o l l o w accepted p r a c t i c e ' ; i n the second the n a r r a t o r summarizes the 
thoughts of the crowd; i n the t h i r d the 'we' seems t o be an 
extension of the personal 'nepodaleku ya' ( I I , p. 24), When the 
n a r r a t o r represents the consciousness of the crowd the use of language 
can be q u i t e c h i l l i n g . The v i c t i m ' s way of l i f e i s depicted by the 
n a r r a t o r i n c o l l o q u i a l and derogatory terms ( I I , p. 18) which deprive 
i t o f a l l s i g n i f i c a n c e and value. The f i n a l phrase of t h i s d e p i c t i o n 
i s p a r t i c u l a r l y unnerving, w i t h the p r e f i x 'po-' attached to the 
verb ' z h i t 1 ' : 'IIoryjiHji T H , KenoBe^eK ... noscHJi T M , yenoBe^eK 
( I I , p. 18). Closely r e l a t e d t o the crowd consciousness i s the 
i n t e r f e r i n g busybody, who c o n s t a n t l y i n t e r p o l a t e s h i s own comments 
and pronounces judgement: 
Ax MepBHC, MepBHC, mo T M Haflejian! ( I I , p. 6) 
OHa, Kone'iHo, HafleHjiHCb, - cyMacmeflraefi HaAexflOfi ... 
( I I , p. 30) 
This n a r r a t o r ' s c o n t r i b u t i o n s b r i n g t o mind the s t y l e of Gogol's 
Petersburg s t o r i e s . He i s less v i c i o u s than the crowd n a r r a t o r and 
i s c h a r a c t e r i s e d above a l l by h i s use of c o l l o q u i a l language. He i s 
very much p a r t of the Petersburg s e t t i n g and demands a close know-
ledge of t h a t c i t y : 
. . . B oflHy H3 sepicanbHMX jiaBOK, KOTopbie, KaK 
M3BeCTHO, Bee COCpeflOTOMeHbl Ha TopOXOBOlI. 
( I I , P. 19) 
H T O ace! EraneTCKHft M O C T H He inoxan ErnnTa H H H 
OflHH nopH#o^HbiH ^ejiOBeK B r\na3a He BHflaji KanHHKHHal 
( I I , p. 20) 
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I t i s i n t e r e s t i n g t o note t h a t where Mandelstam a l i g n s h i m s e l f w i t h 
the i n t e r f e r i n g n a r r a t o r i n the use of c o l l o q u i a l language, the 
i n t e n t i o n i s s a r c a s t i c : ' f l , npH3HaTbCH, J I W 6 J I I O MepBHca, J H O O J H O ero 
cnenoa J T H U , O ( I I , p. 33). The use of 'p r i z n a t ' s y a ' here h i g h -
l i g h t s the c o n t r a d i c t i o n contained i n t h i s p r o f e s s i o n of l o v e , f o r 
Mervis i s obviously a character who does not win Mandelstarn's 
approbation. His blindness i s perhaps an outward m a n i f e s t a t i o n 
of h i s unscrupulous natures he i s b l i n d t o the i n j u s t i c e s which he 
pe r p e t r a t e s and such i n j u s t i c e s are e v i d e n t l y common i n the w o r l d of 
Egipetskaya marka. The only p o s s i b l e ' l o v e 1 which Mandelstam could 
have f e l t was an envy t h a t he too could not become b l i n d and t h e r e f o r e 
no longer be tormented by what he saw around him ( f o r Nadezhda 
Yakovlevna's d e s c r i p t i o n of t h i s k i n d of 'blindness' see N.Ya. I I , 
pp. 566-568). The formula 'ya l y u b l y u ' i s , indeed, one of the 
l e i t m o t i f s of c o n t r a d i c t i o n i n the work, i n d i c a t i n g i n each case a 
lack of love f o r the o b j e c t named. T h i s ' l o v e ' i s u s u a l l y q u a l i f i e d 
by a c o l l o q u i a l aside: 
J 1 I O 6 J I I O , rpeinKbrfi ^enoseK, acyaoKaHHe 6opManiHHbi ... ( I I , p. 15) 
H J U O G J I K ) , n ynaacaio CTpax. Myrt 6buio He CKa3an "c H H M 
MHe He CTpamHo!11 
( I I , P- 41) 
The c o n t r a d i c t o r y nature of the ' l y u b l y u ' formula i s f i r s t seen i n 
'Kholodnoe l e t o ' , where Mandelstam's p o r t r a y a l of bankers as w i l d 
animals in. cages throws the genuineness of h i s proclaimed love f o r 
banks i n t o q uestion ( I I , p. 132). Of g r e a t e r relevance to Egipetskaya 
marka i s a passage i n Shum vremeni, where Mandelstam professes a love 
f o r those very same things which i n s p i r e f e a r i n Egipetskaya marka: 
*H H jm6nsi crpaHy, rn;e Bee seHnpHbi 6e3yKopH3HeHHbie npaiKH, a 
H3B03UHKH nOKOJKH Ha ceHaTopoB' ( I I , p. 62). 
(e) Temporal and s p a t i a l displacement 
The impression of confusion which emerges i n Egipetskaya marka 
i s due p a r t l y to Mandelstam's use of temporal and s p a t i a l d i s p l a c e -
ment. He not only makes r a p i d and unexplained changes of place -
from a Warsaw room t o the Tauride Palace Gardens, f o r example ( I I , 
p. 39) - but even moves the Theban Sphinxes from the Akademiya 
khudozhestv t o the U n i v e r s i t y ( I I , p. 10, see also I I , p. x i v ) . 
Both places and people are un s t a b l e , l i a b l e to movement and metam-
orphosis. There are suggestions of sup e r n a t u r a l existence when i t i s 
suggested t h a t the cabby be t r a n s f e r r e d from t h i s w o r l d t o the Zodiac 
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( I I , p. 29). The r e a l and the u n r e a l are d e l i b e r a t e l y fused: whereas 
the ' r e a l ' Petersburg cabby i s more s u i t e d t o the m y t h i c a l w o r l d of 
the Zodiac, the products of the realm of fantasy are q u i t e s u i t e d f o r 
existence i n the r e a l w o r l d : co3flainiH Baraeft ^anrasnH He 
nponaflyr B MHpe ...' ( I I , p. 41). Even names change mid-paragraph: 
Geshka Rabinovich becomes Genrikh Yakovlevich ( I I , p. 30) and 
characters may become fused - as the composite f i g u r e o f the mosquito 
demonstrates (see above p. 68). 
The tenses of verbs b l u r the b o r d e r l i n e between past and 
present. Scenes concerned w i t h h i s t o r i c a l events are described i n 
both past and present tenses. The Kerensky summer i s depicted i n the 
past tense ( I I , p. 15) but the p o r t r a y a l of the Cossack squadron, so 
much a feature, of the p e r i o d , i s i n the present tense ( I I , p. 40). A 
p a r t i c u l a r l y s t r i k i n g example of a change i n tense i n the d e s c r i p t i o n 
of the h i s t o r i c a l scene i s the f o l l o w i n g : 
B Mae MecHije IleTepBypr qeM—ro HancMHHaeT aApeciibni C T O J I , 
ne Bbinaionpok cnpaBOK ... cnpaBKH HiiKorfla H HHKOKy ae 
BhiflaioTCH ... B 3 T O BpeMH npoxofiitnH *repe3 njiotnaAb 
rjiyxoneMbie .. . 
( I I , pp. 22-23) 
The h i s t o r i c a l p e r i o d i s described i n the immediate terms of the 
present tense. Having set the scene i n t h i s way, Mandelstam i n t r o -
duces a sudden c o n t r a s t w i t h the i m p e r f e c t i v e verb ' p r o k h o d i l i ' and 
the phrase 'V eto vreraya' increases the confusion, f o r i t i s q u i t e 
unclear what precise 'time' t h i s i s . Mandelstam tampers w i t h the 
n a t u r a l progress of time by h i s use of tenses. Events can f o l l o w a 
h i g h l y concentrated p a t t e r n , as i n the case of the p o r t r a y a l of 
Bosio, where an atmosphere of immediacy and i n e v i t a b i l i t y r e i g n s . 
The passage t r e a t i n g her acquaintance w i t h Russia opens i n the present 
tense, which makes her a more immediate character than Parnok, who 
i s t r e a t e d i n the same context i n the past tense ( I I , p. 7 ) . Bosio's 
expectations i n the present tense ('Ona o b n o v l y a e t 1 , I I , p. 7) a r e 
f o l l o w e d by the past tense i n the negative statement of what a c t u a l l y 
happened: 'IlHTHflecHTbie roflbi ee oSMaHyjiH' ( I I , p. 7 ) . Then a h i g h l y 
e f f e c t i v e change to the f u t u r e tense ( ' s k r a s i t ' , 'zashchekochut 1, 
'budet', I I , pp. 7-8), under the i n f l u e n c e of an i n d i r e c t statement, 
suggests i n a l l i t s immediacy what Bosio's f o r t u n e - t e l l i n g ('gadaya') 
might have foreseen. Bosio's l i f e i s viewed on a much reduced time 
s c a l e ; her experiences of l i f e i n Russia were to be f o l l o w e d immed-
i a t e l y by her f u n e r a l : 'A noTOM Kasaneprapflbi C J I C T H T C H Ha OTneBaHne 
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( I I , p. 3 ) . The tense here i s s t i l l an i n s i s t e n t i n d i c a t i o n of the 
i n e v i t a b i l i t y of what would happen. The f u r t h e r d e s c r i p t i o n of her 
f u n e r a l i n the past tense ( ' p o l o z h i l i ' , I I , p. 8) a f f i r m s t h i s , f o r 
i t shows t h a t her death i s something which a c t u a l l y happened. 
A m i x t u r e of tenses i n the case of Parnok i n d i c a t e s how out of 
place he i s i n h i s surroundings, which are g e n e r a l l y described i n the 
present tense (the k i t c h e n , I I , pp. 6-7; the Kamennoostrovskiy 
prospekt, I I , p. 14). Parnok h i m s e l f i s associated w i t h the past 
tense, as can be seen, f o r example, i n h i s enchantment w i t h the map 
which f o l l o w s on from the d e s c r i p t i o n of the k i t c h e n , and h i s 
connection w i t h the Kamennoostrovskiy prospekt: 'IlapHOK 6bm 
MenoBeKOM KaMenHoocTpoECKoro npocneKTa ( I I , p. 14). The 
i n s t r u m e n t a l case a f t e r 'byt' here stresses the u n c e r t a i n t y of 
Parnok's p o s i t i o n i n the unstable Kerensky summer. Parnok's s i t u -
a t i o n i s f r e q u e n t l y given i n the i m p e r f e c t i v e aspect (not an unusual 
technique f o r the d e p i c t i o n of a character and h i s environment) and 
h i s d e f i n i t e , completed actions are p r e d i c t a b l y described by the 
p e r f e c t i v e ( ' s k a t i l s y a ' , I I , p. 18; ' s d e l a l ' , I I , p. 26). But there 
are examples of the use of an aspect i n an unusual context. This i s 
so i n the case of Parnok's v i s i t t o the barber ( I I , p. 13); there are 
nine i m p e r f e c t i v e verbs i n t h i s passage which are a p p l i e d t o the 
ac t i o n s of Parnok and h i s barber - a v e r i t a b l e '... ryn 
HecoBepmenHoro npomeflmero' (Puteshestvie v Armeniyu, I I , p. 171). 
The e f f e c t here i s d i s t i n c t l y one o f t h r e a t . The barber's a c t i o n s 
are o b v i o u s l y h o s t i l e and the use of the i m p e r f e c t i v e prolongs t h i s 
h o s t i l i t y - there i s no p e r f e c t i v e h i n t t h a t the process i s over and 
done w i t h . 
( f ) Transfer o f e p i t h e t 
T r a n s f e r r e d e p i t h e t i s a common f e a t u r e i n Egipetskaya marka. 
I t i s used to suggest the metamorphosis which people and t h i n g s 
undergo and t o complement the technique of s p a t i a l and temporal 
displacement. I n the l a t t e r category are the heavenly bodies, 
described i n terms of e a r t h l y processes ('lakirovannyy meteor', I I , 
p. 5) and the s t r e e t s , depicted through an uncanny n a t u r a l phenomenon 
('po belomu Nevskomu', I I , p. 10). An a n a c h r o n i s t i c event ( t h e 
Napoleonic wars) i m p l y i n g t h r e a t i s suggested when the a i r of the 
Kazan Cathedral acquires the nature of the f l a g s and standards which 
i t houses ( I I , p. 12). Transferred e p i t h e t i s more freque n t i n the 
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case of metamorphosis - indeed i t i s perhap3 the most important 
s i n g l e device here. Several d i f f e r e n t kinds of metamorphosis are 
in v o l v e d and when considered together they give a c l e a r i n d i c a t i o n 
of the f r i g h t e n i n g chaos of Egipetskaya marka. Objects are both 
p e r s o n i f i e d ('sheviotovym snom', I I , p. 6; 'samolyubivyy ... 
benzinovyy dukh', I I , p. 6; 'bezotvetstvennykh u l i t s 1 , I I , p. 14) 
and t r e a t e d i n terms of q u i t e d i f f e r e n t o b j e c t s ('sukonno-potolochnoe 
nebo', I I , p. 7) and of animals ('tsyplyach'imi porshnyami', I I , 
p. 22; 'petushinnoy k i r k e ' , I I , p. 31; 'sheviotovym d e l ' f i n o m ' , I I 
p. 42). The l a s t of these categories i s the most common and bears 
the uncomfortable i m p l i c a t i o n t h a t o b j e c t s may suddenly come to l i f e , 
On the other hand, humans and human a t t r i b u t e s are described i n 
terms of obje c t s ('tramvaynyy l e p e t ' , I I , p. 11; ' tramvaynoy golove', 
I I , p. 14; ' f a r f o r o v y y portnoy', I I , p. 33) and animals ('ptich'em 
yazyke', I I , p. 11; 'ovsyanym golosom', I I , p. 29). The border-
between animal/object/human i s t h e r e f o r e confused and there i s a 
stro n g suggestion t h a t man i s a t r i s k not only from p o t e n t i a l l y 
h o s t i l e o bjects b ut also from h i s f e l l o w s who are r a p i d l y r e g r e s s i n g 
to the animal s t a t e . 
2. Contrast 
The second important prose theory i s considered by N.Ya. 
Berkovsky to be the p r i n c i p l e by which Mandelstam's prose i s governed 
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- he c a l l s i t the p r i n c i p l e of 'nesoobraznost'' . This i s c l o s e l y 
a l l i e d t o the theory of fragmentation and t h e r e f o r e i t i s sometimes 
d i f f i c u l t to cate g o r i s e c e r t a i n techniques under one heading r a t h e r 
than the other ( f o r example, t r a n s f e r of e p i t h e t i s a means of 
fragmentation since i t s p l i t s up and a l t e r s the ' r e a l ' w o r l d , but i t 
i s also an instance of c o n t r a s t , b r i n g i n g together o b j e c t s from 
d i f f e r e n t spheres). The techniques discussed i n t h i s s e c t i o n are 
f e l t to be most s i g n i f i c a n t i n terms of c o n t r a s t , b u t t h e i r r o l e i n 
the fragmentary process should not be overlooked. 
Mandelstarn's statement of the c o n t r a s t p r i n c i p l e i s t o be 
found i n h i s c r i t i c i s m of Bely's prose: 
Ho OTCyTCTBHe ECHKOH CTHJIHCTH^eCKOH MblCJIH B erO HOBOft 
npo3e flenaeT ee ^ p e a B b i M a f t i i o sneMeHTapnoH ... Ilpo3a 
aCHMMCTPH^IHa, ee flBHKeHHH - ABHXCeHHH CJIOBeCHOfr Maccw 
- ABHJKeHHe CTafla, cjioscnoe H pHTMHMHoe B CBoefi 
HenpaBHJibHOCTH; HacroHmaH nposa - pa3Ho6oH, paanafl, 
MHororonocHe, KOHTpanyincT ... 424) 
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This i s a development of the fragmentation t h e o r y . Mandelstam c r i t i c -
i s e s the movement of a complex v e r b a l 'mass' i n Bely's \-7ork and demands 
a s p l i t t i n g up of t h a t mass by discor d and c o u n t e r p o i n t . Mandelstam's 
respect f o r Darwin's l i t e r a r y s t y l e i s explained p a r t l y by the f a c t 
t h a t Darwin was not a f r a i d of such c o n t r a s t s ('gruppiruet neskhozhee', 
' L i t e r a t u r n y y s t i l ' Darvina', I I I , p. 176). Contrasts of many d i f f e r -
ent kinds f e a t u r e i n a l l of Mandelstam's c r e a t i v e prose and are p a r t i c -
u l a r l y important i n Egipetskaya marka since they s u s t a i n the e f f e c t s of 
d i s l o c a t i o n created by h i s fragmentary techniques. I n the c r e a t i v e 
prose he tends to choose d i a m e t r i c a l l y opposed elements: f o r example i n 
Shum vremeni e p i t h e t s of heat and cold are a t t r i b u t e d t o the same noun 
('v goryashchem/ledyanom dome', I I , p. 71) and the h e r o i c i s juxtaposed 
to the d i s t i n c t l y unheroic i n the case of the u n a t t r a c t i v e Vengerov 
( I I , p. 61). The p r i n c i p l e of c o n t r a s t - of j u x t a p o s i n g incongruous 
elements - can also be observed i n the p o e t r y . There are examples from 
many d i f f e r e n t spheres: l i g h t n e s s and heaviness ( ' l e g k i y zhar/ 
tyazhyolyy par', I , no. 114), heat and c o l d ('... goryachie/snega', I , 
no. 114), elevated and banal ('solntse z o l o t o e / . . . yabloko prostoe', I , 
no. 117), strong and f r a i l ('tyazhest'/nezhnost'', I , no. 108; 
'nemetskaya kaska/... merlushka legka', I , no. 179), f l u i d and i n e r t 
('rucheykom/podkov', I , no. 138). I n the poems of the e a r l y t h i r t i e s 
Mandelstam tends t o combine elements from c o n t r a s t i n g spheres i n so 
consummate a f a s h i o n t h a t the p o i n t s of c o n t r a s t are h a r d l y v i s i b l e . 
The f i n e poem 'Impressionizm' ( I , no. 258) i s an example of t h i s . The 
impulses behind the p i c t u r e , the process of p a i n t i n g and the e f f e c t s 
of the completed work a l l f e a t u r e i n t h i s marvellous f u s i o n of d i s p a r -
ate elements: the heat of the day causes the l i l a c t o ' f a i n t ' , and t h i s 
i n s p i r e s the ' b r a i n ' o f the p a i n t ( ' l i l o v y m mozgom r a z o g r e t o ' ) . The 
poem does not confine i t s e l f t o the a r t i s t i c sphere b u t , v i a the colour 
of an ex t i n g u i s h e d match, alludes t o the cook i n h i s k i t c h e n . This i n 
t u r n leads to a 'domestic' image when the p.oem r e t u r n s t o the outdoor 
scene: 'khozyaynichaet shmel 1'. I n ge n e r a l , the f u n c t i o n of co n t r a s t s 
i n the po e t r y i s t o h i g h l i g h t i n a l a c o n i c manner a c e n t r a l theme i n 
each poem. I n 'Impressionizm' they convey the s t r o n g impression which 
the p a i n t i n g (probably by Monet ) makes on a l l f i v e senses. I n 
'Lyuteranin* ( I , no. 37) the phrase 'surovoe/volnen'e' conveys a l l the 
s t e r n s i m p l i c i t y of a Lutheran f u n e r a l through i t s c o n t r a s t i n g 
elements of r e s t r a i n t and emotion. The combination 'goryachie/snega' 
( I , no. 114) i m p l i e s the t h r e a t t o which a singer such as Bosio was 
-- 204 -
exposed on her encounter w i t h the c o l d , unhealthy c l i m a t e of 
Petersburg - her i l l n e s s was a 'goryaehka'. The c o n t r a s t i n g 'kaska/ 
... merlushka' ( I , no. 179) stresses the h o r r o r s of war i n i t s i m p l i c -
a t i o n s of the f a c t t h a t even an apparently s t r o n g and durable o b j e c t 
such as a helmet can be destroyed, l e a v i n g i t s wearer a h e l p l e s s 
v i c t i m . (Steven Broyde seem3 to have overlooked the f o r c e of t h i s 
c o n t r a s t i n h i s a s s e r t i o n t h a t t h i s poem i s a statement of Handel stain's 
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respect f o r Germany's m i l i t a r y prowess ) . A p a r t i c u l a r l y i mportant 
form of c o n t r a s t i n the p o e t r y i s Mandelstam's tendency t o associate 
an a b s t r a c t f e e l i n g w i t h a mundane substance. I n v a r i a b l y the two 
elements are s u i t e d t o each other i n some way; ' s h e r s t ' / t i s h i n a ' ( I , 
no. 106 - a l i n k of p a s t o r a l calm), 'neschact'ya/dyma' ( I , no. 235 -
a l i n k provided by the a c r i d i t y of smoke which, l i k e unhappiness, 
makes one weep). This type of c o n t r a s t i s an expression of Mandelstam's 
'npexpacHaH 4>aMHjibHpHocTi> c M H P O M peani-Hbix Bereft (Puteshestvie v 
Armeniyu, I I , p. 143). This i s a v i t a l aspect of h i s p o e t i c m e t h o d , 
as can be seen from the Barbier t r a n s l a t i o n s , where he o f t e n expresses 
the French poet's work i n more d i r e c t , more concrete terms. For 
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example, B a r b i e r 1 s 'Se r u a i e n t a 1 ' i m m o r t a l i t e ' i s transformed i n t o 
the more graphic 'B 6eccMepTi>e B3JiaMbiBanH n,Bep&' (Sov. ed., no. 278), 
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w h i l e 'Comme des damnes en enfer becomes ' ^ T O rpeninmcaM B icorae 
KHneTb' (Sov. ed., no. 284) - which i s a l l the more h o r r i f i c f o r i t s 
c a n n i b a l i s t i c overtones. 
( i ) Contrast i n i n d i v i d u a l phrases i n Egipetskaya marka 
The r o l e of c o n t r a s t s i n Egipetskaya marka i s t o provide a 
d i s t i n c t s t r u c t u r a l p a t t e r n r e f l e c t i n g the content of the work. This 
p a t t e r n can most e a s i l y be discerned through an examination of 
i n d i v i d u a l phrases. I n h i s i n t r o d u c t i o n t o The Prose o f Osip 
Mandelstam Professor Brown notes the p r i n c i p l e of c o n t r a s t i n 
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i n d i v i d u a l phrases i n Egipetskaya marka and sees a 'basic dichotomy 1 
between the f r a i l or defenceless and the s t r o n g or t h r e a t e n i n g . I n 
f a c t c o n t r a s t s i n Egipetskaya marka's i n d i v i d u a l phrases are more 
f a r - r e a c h i n g than t h i s . The main type of c o n t r a s t i s perhaps best 
understood as the c l a s h set up when l i f e i s threatened by a c h a o t i c 
f o r c e which changes the normal nature of people and t h i n g s . The 
importance of the c o n t r a s t p r i n c i p l e i n Egipetskaya marka l i e s here. 
Several kinds of c o n t r a s t come w i t h i n t h i s category. Time i s 
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c h a r a c t e r i s e d by an order/chaos c o n t r a s t ('tsentrobezhnaya/razmetala, 
I I , p. 5) and government by a st a b l e / u n s t a b l e c o n t r a s t ('zasedalo/ 
limonadnoe, I I , p. 15). On a more, concrete l e v e l h o t c o n t r a s t s w i t h 
c o l d ('kholodnoe/plamya', I I , p. 5 ) , dark w i t h l i g h t ('chyornyy/ 
meteor', I I , p. 5) and diseased w i t h h e a l t h y ('slepoe/izborozhdyonnoe 
zryachimi', I I , p. 33). The b o r d e r l i n e between the ordered and the 
c h a o t i c i s as f l u i d as t h a t between the i n t e r v a l s of time. This i s 
p a r t l y due to the f a c t t h a t one element i n a c o n t r a s t may become 
a f f e c t e d by the c h a r a c t e r i s t i c s of the other element. For i n s t a n c e , 
any c u r a t i v e , h e a l t h - g i v i n g i m p l i c a t i o n s i n the a d j e c t i v e 'aptechnye' 
( I I , p. 20) - a p p l i e d t o telephones - are completely d i s p e l l e d by 
the a d j e c t i v e 'skarlatinovogo' which f o l l o w s and which t h e r e f o r e 
defines not only the telephones but the 'apteka' i t s e l f . I m p l i c -
a t i o n s of the order/chaos dichotomy occur i n i r o n i c a l c o n t r a s t s 
i n v o l v i n g elevated and banal elements. The c o n t r a s t s between 
'serafimam/dushohku' ( I I , p. 26) i s a case i n p o i n t . Here the banal 
element i s the d i s d a i n f u l 'dushonka' and the c o n t r a s t i s i r o n i c a l 
because the t r a d i t i o n a l l y elevated image of the seraphim i s comprom-
i s e d and reduced t o a s i m i l a r l y banal l e v e l since seraphim have 
already appeared i n the work - i n the h a r d l y t r a d i t i o n a l s e t t i n g of 
the laundry ( I I , p. 15). I n the l a t t e r case they were p a r t of the 
c o n t r a s t i n g phrase ' l u k a v y e / s e r a f i m i ' and t h e i r q u a l i t y of cunning 
c o n t r a s t e d w i t h the t r a d i t i o n a l view of these a n g e l i c creatures. 
The elevated/banal c o n t r a s t o f t e n p i n p o i n t s the t r i t e n e s s of the 
elevated element, c l a i m i n g the a t t e n t i o n of the reader by the new 
i n t e r p r e t a t i o n of very t r a d i t i o n a l imagery. For instance the 
' r o s y - f i n g e r e d Dawn' of the l a s t chapter might have been expected to 
i n t r o d u c e a scene of p a s t o r a l calm, but i n f a c t i t c o n t r a s t s w i t h a 
banal p i c t u r e not devoid of t h r e a t : 'Po30BonepcTafl ABpopa/o6jiOMana 
C B O H uBeTHbie KapaHflaniH' ( I I , p. 40). On a more personal l e v e l , a 
c h a o t i c f o r c e impinges on Mandelstam's s i t u a t i o n as a w r i t e r - he 
can no longer view t h i n g s c l e a r l y f o r the r e a l and the u n r e a l have 
become fused ( ' r e s h i t e l ' n o / c h u d i t s y a ' , I I , p. 40). There are also 
suggestions of the chaos he experienced as a Jewish c h i l d i n a Russian 
s e t t i n g i n the Russian/Jewish c o n t r a s t ('Nikolay/Davydych', I I , p. 11). 
Professor Brown's f r a i l / p o w e r f u l dichotomy i s t h e r e f o r e only 
one f a c e t of the order/chaos category of c o n t r a s t . Although i t 
ob v i o u s l y holds good on some occasions ( f o r example, 'korku/nezhnuyu', 
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I I , p. 39) t h i s i s not always the case. This can be seen i n the 
f o l l o w i n g examples which are taken from i n d i v i d u a l phrases and whole 
sentences. F r a i l t y can be a negative q u a l i t y - i n the c o n t r a s t 
*lomkoy/shpagi' ( I I , p. 34), which occurs i n the passage d e s c r i b i n g 
the disappearance of the surroundings, the a d j e c t i v e i n f e c t s the 
sword w i t h b r i t t l e n e s s . I n i t s f r a g i l e s t a t e the sword now c o n t r a s t s 
w i t h t h a t i n c i s i v e d u r a b i l i t y which Mandelstam craves f o r thought (as 
d i s p l a y e d i n the image of the 'Nurmis' skates' s t e e l ) . I r o n y i s 
sometimes used t o b l u r the p o s i t i v e and negative aspects of the 
p o w e r f u l / f r a i l dichotomy. A s t r i k i n g example of t h i s i s t o be found 
i n the l a s t chapter: '... ropHmm-i MaonoM MHCHCTbie pbraarH/rojiy6yniKa 
npo3a ( I I , p. 41). The f r a i l feminine element i s a t the mercy 
of the powerful masculine, but a f t e r so t r i t e a c o n t r a s t i t comes 
as l i t t l e s u r p r i s e t h a t Mandelstam should refuse t o arouse p i t y f o r 
the element a t r i s k . On the c o n t r a r y , he i n d i c a t e s t h a t the f r a i l 
element i s q u i t e capable of t u r n i n g the s i t u a t i o n t o i t s own 
b e n e f i t : ' . . . B C H nynjeHnas B flUHHy - oSMepHBaionjaH, 6eccTbiflHaH ...' 
( I I , p. 42). Suggestions of p r o s t i t u t i o n are not f a r to seek when 
Mandelstam uses t h i s k i n d of c o n t r a s t , which i n v o l v e s an 
i r o n i c a l l y t r i t e feminine d i m i n u t i v e (compare also ' n e b r i t y k h 
pokhabnikov/telegrammku', I I , p. 25). 
S i m i l e and Metaphor 
Similes are a very important means of expressing the order/ 
chaos dichotomy i n i n d i v i d u a l phrases and they are very numerous i n 
Egipetskaya marka. They f i r m l y e s t a b l i s h a c o n t r a p u n t a l p r i n c i p l e 
and a i d fragmentation by s p l i t t i n g phrases i n t o two halves. Their 
c h i e f f u n c t i o n i s t o emphasise the u n r e a l i t y of people and o b j e c t s . 
The second h a l f of the s i m i l e i s o f t e n taken from a completely 
d i f f e r e n t sphere from the f i r s t and the clashes created give f i n e 
examples of 'nesoobraznost'': 
<J)ap4>opoBblH nopTiioii MeyeTcn/KaK KaTopxcaHHH ... ( I I , p. 3 3 ), 
JiaMIIbl TOJinHJlHCb/KaK HAHOTKH-KHpa4)bI . . . ( I I , P« 32), 
Ilponuioe ... meKOTano HoaApn/KaK napTnn csescnx ... tiaeB 
( I I , p. 38), 
UlyMaH pasBeniHBaeT HOTbi/naK 6eJibe n\rrfi npocymKH ... 
( I I , p. 24) 
The s i m i l e s p l i t by 'kak' i s by f a r the most common i n Egipetskaya 
marka ( s i m i l e s constructed w i t h 'slovno' are less numerous and 
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'vrode', 'budto 1, 'pokhozhe', 'vse ravno, chto' occur very 
i n f r e q u e n t l y ) . I t i s most i n t e r e s t i n g t o note t h a t the c o n c e n t r a t i o n 
of the 'kak' s i m i l e i s a t i t s highest i n passages d e p i c t i n g t h r e a t -
ening s i t u a t i o n s and characters ( f o r example the Kerensky summer, 11, 
p. 15; the j e w e l l e r and crowd, I I , p. 18; Petersburg, I I , p. 20; 
t h e a t r e , I I , p. 25; Mervis, I I , p. 33). Perhaps Mandelstam p r e f e r r e d 
the 'kak' s i m i l e i n such cases because of i t s i n c i s i v e phonetic 
q u a l i t i e s . I n Russian the d i s t i n c t i o n between s i m i l e and metaphor 
i s not always as f i n e as i t i s i n E n g l i s h , since when the i n s t r u m e n t a l 
case i s used i n q u a l i f i c a t i o n s i t can have the f o r c e e i t h e r of a 
metaphor or of a s i m i l e . Q u a l i f i c a t i o n s i n v o l v i n g the i n s t r u m e n t a l 
case are not p a r t i c u l a r l y common i n Egipetskaya marka and whether 
they imply simply resemblance or t o t a l i d e n t i f i c a t i o n the important 
p o i n t i s t h a t they u s u a l l y demonstrate elements from c o n t r a s t i n g 
spheres. Voice becomes food ('tyaguchim evreyskom medora/kontral'to, 
I I , p. 9 ) , f r o s t y a i r becomes d r i n k ('shampanskim/moroz', I I , p. 26) 
and an inanimate coat becomes an aquatic mammal ( ' V i z i t k a / 
sheviotovym del'finom', I I , p. 42). There are many t r u e metaphors 
i n Egipetskaya marka and g e n e r a l l y speaking these are h i g h l y 
i n v e n t i v e . Once again, the p r i n c i p l e of 'nesoobraznost' 1 i s 
s t r i k i n g : 
HepHbiH caxap cHera ... ( I I , p. 10), 
... BpeMH, poBicaH xpHsaimna ... ( I I , p. 18), 
... DDipOKHe neCTHHUT)I C KOUOKOJIb^HKaMK J T H C T O B C K H X 3TK3ROB . . . 
( I I , p. 23) 
I t i s important t o r e a l i s e t h a t i n no other work does Mandelstam 
employ s i m i l e s so c o n s i s t e n t l y and so f r e q u e n t l y . Only 'Feodosiya' 
approaches Egipetskaya marka i n t h i s respect - a p o i n t i n keeping w i t h 
the f a c t t h a t t h i s i s a work which deals l a r g e l y w i t h the u n r e a l i t y 
of r e l a t i o n s h i p s . 'Feodosiya''s own p e c u l i a r c h a r a c t e r i s t i c , the 
q u a l i f i e d s i m i l e , very much accords w i t h Egipetskaya marka's theme 
of t h i n g s not being what they seem ('kak ...nobolee pokhozhe na ...', 
I I , p. 112; 'pokhodil ne na ...', I I , p. 113). The p o e t r y i n i t s 
l a c o n i c i s m i s f a r less dependent on s i m i l e than i s the c r e a t i v e 
prose i n i t s i n v e n t i v e n e s s , f o r s i m i l e tends to fragment and reduce 
the impression of immediacy and l a c onicism. I n the p e r i o d under 
d i s c u s s i o n only one f i f t h of the poems i n v o l v e the use of s i m i l e , 
but where s i m i l e s do occur i t i s u s u a l l y t o communicate some aspect 
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of h o s t i l i t y , i l l - o m e n or u n r e a l i t y - p r e c i s e l y those c h a r a c t e r -
i s t i c s most frequent i n Egipetskaya marka, where the use of s i m i l e 
i s so predominant. For example the poem 'KBapTHpa raxa, K S K 
GyMara' ( I , no. 272) i s concerned w i t h Mandelstam's r e v u l s i o n a t 
the h y p o c r i t i c a l and mercenary p r i n c i p l e s by which he saw w r i t e r s 
to be governed and i t has an unusually h i g h number of s i m i l e s f o r 
one of h i s poems: 
KBapmpa THxa, naic SyMara ... 
JlHrymKOH 3acTbui T e n e ^ o H „ . . 
A si KaK flypaK na rpeSeHKe ... 
IIpOBap eHHHH B TOCTKaX, K3K COJIb . . . 
KaK Synro BKOJiauHBan r B 0 3 f l H . . . 
flasaft xce c T O C O H , K a K Ha miaxe ... 
I n 'HeT, He cnpHTaTfaCH M H E O T BeJiHKOH Mypbi' ( I , no. 232) s i m i l e s 
are used i n the d e p i c t i o n of the supernatural a c t i v i t i e s of Moscow: 
*A OHa - T O cawMaeTCH KaK Bopo6eH,/To pacTeT, KaK B03AymnbiH roipcr 
Similes are prominent too i n the poem ' J K H S H B ynana KaK 3apmma' 
( I , no. 198), where Mandelstam deals w i t h the 'zaresnichnaya s t r a n a ' , 
t h a t imaginary land where 01'ga Vaksel' could have been h i s w i f e . 
( i i ) Contrast sustained i n i n d i v i d u a l sections 
Some of the contrasts set up i n an i n d i v i d u a l phrase or 
sentence i n Egipetskaya marka may be sustained over a whole s e c t i o n . 
The c h a r a c t e r i s a t i o n of Mervis, f o r example, i s b u i l t e n t i r e l y on 
the c o n t r a s t s f r a g i l e / d e s t r u c t i v e , s e e i n g / b l i n d ( I I , pp. 33-34), 
but by f a r the most impressive example of sustained c o n t r a s t i s t o 
be found i n the laundry passage ( I I , pp. 14-16), which Berkovsky 
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has described as an instance of "ostraya p r e l e s t ' nesovpadeniy' 
I t i s unusual i n t h a t a chapter i s almost e n t i r e l y devoted to i t . 
The chapter opens w i t h an i n t r o d u c t i o n t o Parnok*s laundry 
adventure - h i s e n l i s t m e n t of Father Bruni's support ( I I , p. 14). 
This i s f o l l o w e d by an i m p r e s s i o n i s t i c r e p r e s e n t a t i o n of ths h i s t o r -
i c a l scene ( I I , p. 15, l i n e s 1-8, which i s continued a t i n t e r v a l s 
d u r i n g the chapter, f o r example, p. 15, l i n e s 18-20), the f u n c t i o n 
here being to s t r e s s the h o s t i l i t y of the background against which 
Parnok's v i s i t takes place. I t i s i n the d e p i c t i o n of the h i s t o r i c a l 
scene t h a t the p l a y on c o n t r a s t s begins. F i r s t l y , the s t a b l e and 
unstable are contrasted ( ' s t o y a l o 1 , 'zasedalo', 'bylo p r i g o t o v l e n o ' / 
'limonadnoe'). Secondly, there i s a c o n t r a s t between the t r a d i t i o n -
a l l y e v i l omens - ravens and an e c l i p s e - and an omen of a f a r more 
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mundane n a t u r e , namely the disappearance of f a l s e t e e t h . Contrast 
plays an important p a r t i n the d e p i c t i o n of Parnok and Father B r u n i 
i n the laundry i t s e l f : '... IlapHOK, npHKpbiBancb aBTopHTeTOM 
OTfl&neHHOH O T rocyflapcTBa u,epKBH/npenHpajicH c X O S H H K O H ' ( I I , p„ 15). 
Mandelstam c o n t i n u a l l y takes the ground from under Parnok's f e e t by 
means of such c o n t r a s t . The l i t e r a r y , even b u r e a u c r a t i c terms of 
the f i r s t p a r t of the above sentence c o n t r a d i c t the c o l l o q u i a l 
terms i n which Parnok's a t t i t u d e i s ex p r e s s e d : the verb 
' p r e p i r a t ' s y a ' i s not only c o l l o q u i a l , but has the added i m p l i c -
a t i o n of arguing about t r i v i a l i t i e s . At the same time i t i s c l e a r 
t h a t Parnbk's p r o t e c t i o n , which f e a t u r e s i n the pompous words of the 
f i r s t p a r t of the q u o t a t i o n , w i l l be no p r o t e c t i o n a t a l l , f o r the 
' a u t h o r i t y ' of the Church q u a i l s w i t h nervous modesty and 
embarrassment b e f o r e the ' b a t i s t o v y e m e l o c h i ' ( I I , p. 15, l i n e s 
14-17). 
The laundry i t s e l f and those who work i n i t a r e d e p i c t e d i n 
a p i c t u r e b u i l t up from an i m p r e s s i v e s e r i e s of c o n t r a s t s which 
f e a t u r e i n the o b j e c t s d e s c r i b e d and i n t h e i r phonetic r e p r e s e n t -
a t i o n . I n the former case the c o n t r a s t s a r e b a s i c a l l y between 
l i g h t n e s s and heaviness and i n the l a t t e r Mandelstam makes f u l l use 
of those consonants most s u i t e d to the s p l u t t e r i n g and h i s s i n g 
n o i s e s o f the laundry. These consonants were to Mandelstam the 
v i t a l components of the Russian language, as he e x p l a i n s i n 
a p p r o p r i a t e l y a l l i t e r a t i v e terms i n 'Zametki o p o e z i i ' : 'PyccKHii 
C T H X HacbimeH cornacHbiMH H noicaeT, H menicaeT, H C B H C T H T H M H ' 
( I I , p. 261). These are the sounds d e s c r i b e d i n Shum vremeni as 
able to p o r t r a y s t r o n g sensations: '.., npeflnoHTeHHe naxpHapxajibHbJM 
H BOHHCTBeHKbiM corjiacHbiM 3ByKaM 6 O J I H H Hananemifl, oSHflbl H 
caMosamjiTbi' ( I I , p. 105). The use of these consonants i s i n 
evidence i n a d e t a i l which shows t h a t the omens are not good f o r 
Parnok: 'ffiapeHHH M O K K O B MemoiKe OTija BpyHH meKOTan H O 3 A P H 
pasbnpeHHOH MaTpoHw' ( I I , p. 15). The a l l i t e r a t i v e ' r ' conveys 
the anger of the lady and the verb 'shchekotat'' f u l f i l s i t s u s u a l 
f u n c t i o n i n Mandelstam's work of r e p r e s e n t i n g the presence of an 
i r r i t a n t (compare Puteshestvie v Armeniyu, I I , p. 176). The deeper 
Parnok and Father Bruni p e n e t r a t e i n t o the laundry , the more the 
use of consonants i s apparent: ' O H H yrjiy6HJiHc& B ropjmee o&naico 
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npaieumcft, r f i e m e c T b me6eqymHX fleByuieK U J I O H J I H , K S T S J I H H rjianHJn-i' 
( I I , p. 15). The assonance of ' u g l u b i l i s " clashes w i t h the b i t i n g 
consonants of 'goryachee', and there i s a s i m i l a r phonetic c o n t r a s t 
between 'goryachee' i t s e l f and the noun which i t d e f i n e s , 'oblako'. 
Mandelstam's s k i l l i s e s p e c i a l l y prominent i n the second h a l f of the 
sentence, where the s i x b i r d - l i k e laundry g i r l s assume the h i s s i n g 
c h a r a c t e r i s t i c s of t h e i r surroundings ( s h , shch, c h ) . * The stresses 
i n t h i s p a r t of the sentence give a l i g h t and r a p i d rhythm: -/-/•—/—. 
This i s the ' l i g h t ' aspect of the laundry. With the phrase ' p l o i l i , 
k a t a l i i g l a d i l i ' i m p l i c a t i o n s of heaviness are i n t r o d u c e d ; the pre-
ponderance of vowels and the a l l i t e r a t i v e ' 1 ' slow the rhythm down. 
The r e g u l a r p a t t e r n of stresses i n the f i r s t two verbs (-/- - / -) 
c o n t r a s t s w i t h t h a t of the l a s t verb (/ - - ) , where the i n i t i a l 
s t r e s s conveys the heavy movement of an i r o n as i t i s brought down 
on t o a surface. I n these l i n e s ( I I , p. 15, l i n e s 23-24) the con-
t r a s t i s between the laundry g i r l s and t h e i r a c t i o n s , whereas l a t e r 
i t i s between the g i r l s and t h e i r i r o n s ( I I , p. 15, l i n e s 25-28). 
Their f r i v o l i t y i s not lessened by the heavy t o o l s which they must 
w i e l d : the p l a y f u l n e s s i m p l i e d i n the verb ' k u r a l e s i t ' ' i s s e t against 
the 1 z v e r s k i tyazhyolye u t y u g i ' . There i s a phonetic c o n t r a s t i n the 
movement of the i r o n s which both h i s s ( ' s h i p e l i , sovershaya r e y s i ' ) 
and move w i t h the cumbersome d i g n i t y of a l a r g e s h i p , expressed i n 
the verb ' g u l y a l i ' , whose sounds f i r s t i n t roduced the. idea of the 
heaviness of the i r o n s ( ' g l a d i l i ' ) . They cannot subdue t h e feminine 
f r i v o l i t y of the l i n e n , however - i t i s 'vzdor', 'meloch'' w i t h the 
l i g h t n e s s of foam or whipped cream. The l a t t e r i s an image which 
occurs i n 'Sukharyovka' ( I I , p. 135) where i t creates j u s t such an 
e f f e c t of l i g h t n e s s : '... *iyTb He HacTynnji na 6eiryw neny KpyaceBHbix 
o6opoK, B S O H T U X KaK cjiHBKH ...'. The combination of whiteness and 
beaten foam seems to be one which Mandelstam associates w i t h 
charmingly t r i v i a l femine occupations: 
H TH rtbiTaembCH xenTOK 
B36HBaTb paccepy.eHHOK> J I O J K K O H . 
O H no6enen ,OH H3HeMor• 
H Bce-TaKH em.e HeMHojKKO, ( I , no. 120) 
The a d d i t i o n a l f e a t u r e of anger i n the above poem t o Arbenina appears 
i n a s i m i l a r combination of imagery i n the Barbier t r a n s l a t i o n 'Eto 
zyb' (Sov. ed. no. 280), but i t s use i s f a r more h o s t i l e here. I n 
Egipetskaya marka and the Arbenina poem traces of 'anger' suggest a 
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f e v e r i s h and perhaps v a i n dispensing of energy. Once again, the 
elements contrasted do not f a l l s t r i c t l y t o the negative or the 
p o s i t i v e s i d e . The g i r l s are ali g n e d w i t h the l i n e n i n terms of 
f r i v o l i t y , b u t the redness of t h e i r f i n g e r s c o n t r a s t s w i t h the 
creamy, foam-like appearance of t h e i r wares ('Utyugi v krasnykh 
... p a l ' t s a k h ' , I I , p . 15). 
The d e p i c t i o n of the laundry i t s e l f and i t s t r a n s f o r m a t i o n i n t o 
a c e i l i n g p a i n t i n g provide an example of the elevated/banal dichotomy. 
I t i s no an g e l i c q u a l i t y which leads Mandelstam to associate the 
g i r l s w i t h cherubim, but the roundness of t h e i r faces as they go about 
t h e i r everyday tasks: 'Hacpas B P O T B O A H . 3 T H jiyicaBbie cepa4)iiMbi 
npbicKanH eio n a 3e4n-:poBbiH K 6aTHCTOBbra B3,n;op' ( I I , p . 15). The 
cherubim image forms the s t a r t i n g p o i n t f o r other elevated/banal 
c o n t r a s t s i n v o l v e d i n the laundry's t r a n s f o r m a t i o n . The l i g h t n e s s 
of the S t r a d i v a r i u s v i o l i n s which the n a r r a t o r would give the g i r l s 
e v i d e n t l y c o n t r a s t s w i t h the heaviness of the i r o n s and i n a d d i t i o n 
clashes w i t h a mundane element: '... CKpHmoi CTpaniiBapHH, nerKHe, 
K3K CKBOpemHH ...' ( I I , p . 16). Mandelstam i d e n t i f i e s the most 
respected of v i o l i n s t i l t h the s t a r l i n g house - symbol of comfo r t i n g 
d o m e s t i c i t y . Father Bruni's cassock i s p a r t of a n elevated/banal 
c o n t r a s t on three occasions. On the f i r s t the c o n t r a s t i s e x p l i c i t : 
'... nap ocawflancji Ha ero pncy, Kax Ha flOMammoio B e m a n K y ' ( I I , p . 16), 
On the second, where Father Bruni's Orthodox ' r y a s a ' i s transformed 
i n t o a C a t h o l i c 'sutana', the c o n t r a s t i s i m p l i e d i n the a p p l i c a t i o n 
o f the c o l l o q u i a l verb ' s o y t i ' t o the d e p i c t i o n of ceremonial v e s t -
ments. The t h i r d c o n t r a s t i s provided b y the mundane clouds of 
laundry steam which suggest the heavenly clouds of c e i l i n g p a i n t i n g s : 
'Pnca B oGjiaicax napa ...' ( I I , p . 16). The f i n a l c o n t r a s t i n the 
laundry passage i s between the laundresses and the cherubim of The 
Concert and i t serves t o s t r e s s the b a n a l i t y of the a c t u a l scene. 
Here again the elevated element Cudivlyonhymi kruzhochkami') seems 
somewhat t r i t e i n comparison w i t h Mandelstam's graphic d e s c r i p t i o n of 
the laundresses' t r u e nature: 'HlecTb Kpyrjibix P T O B pacicpoioTCH He 
flbipKaMH 6y6juiKOB c DeTepSyprcKOH CToponbi, a ynTiBJieHHbiMH KpyKOuicaMH 
"KoHnepTa B najiaumo U H T T H " ' ( I I , p . 16). Mandelstam's f l a i r f o r 
d e p i c t i n g the banal so d e l i g h t f u l l y b r i n g s t o mind the f a c t t h a t t h i s 
was a q u a l i t y he valued i n o t h e r s , as i s made c l e a r - i n h i s a r t i c l e on 
V i l l o n : '... O H cpa3y ojnHBjuieTCH, Kor#a pe*ii> saxonjtiT o scapeHbix nop, 
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C O V C O M yTKax . ( I I , p. 306). 
( i i i ) Contrast expressed i n the mixing of di s p a r a t e s t y l e s 
Mandelstam's c r e a t i v e prose i s c o n s i s t e n t i n i t s m i x i n g of 
di s p a r a t e s t y l e s . I n Shum vremeni he mixes measured statements 
concerned w i t h t o p i c a l references ( I I , p. 97, l i n e s 3-16) w i t h 
i m p r e s s i o n i s t i c p i c t u r e s ( I I , p. 97, l i n e s 17-27); i n 'Chetvyortaya 
proza 1 balanced and r h e t o r i c a l sentences ( I I , p. 189, Chapter 14) 
d i f f e r from the rhyming and rhythmic language of f o l k l o r e ( I I , 
pp. 186-187, Chapter 11). Egipetskaya marka f e a t u r e s e levated and 
r h e t o r i c a l s t y l e s and elements of f o l k - t a l e language. The v a r i o u s 
s t y l e s c o n t r a s t not only w i t h each other but also w i t h the m a t e r i a l 
which they d e p i c t . The b r i n g i n g together of d i s p a r a t e s t y l e s i s 
another f e a t u r e which c o n t r i b u t e s t o the fragmentary nature of the 
work. c 
(a) Balanced s t y l e 
Mandelstam f r e q u e n t l y chooses t o d e p i c t an ominous scene i n a 
very balanced way and thereby creates a c o n t r a s t between s t y l e and 
content which h i g h l i g h t s the d i s t u r b i n g nature of the scene: ! I l o 
TopoxoBOH y j iHue c MOjiHTBeHHbiM mopoxoM nBHranacb T o j i n a ' ( I I , pp. 16-
17). Here place has i t s t r a d i t i o n a l p o s i t i o n a t the beginning of 
the sentence, f o l l o w e d by an a d v e r b i a l phrase and ve r b , and, f i n a l l y , 
the ominous s u b j e c t . The f u r t h e r p o r t r a y a l of the crowd provides 
another example of balanced s t y l e : 
Tfle-to Mextfly CeHHoft H My^HbM nepeyjiKOM, B MOCKaTejiBHOM 
H K05K2fteBeHOM MpaKe, B flHKOM nHTOMHHKe nepxoTH, KJIOnOB 
H OTTonbipeHHhix yraeft, 3apOffHJiaci> 3Ta CTpaHHaH K y T e p t M a , 
pacnpocTpaHHBmaH TonmoTy H s a p a 3 y . 
( I I , p. 17) 
The l o c a t i o n , the trades c a r r i e d out and the unpleasant f e a t u r e s 
which t h r i v e there are described i n phrases which balance almost 
e x a c t l y . Each i s depicted by a phrase made up of two p a r t s 
('Sennoy i Muchnym'/'moskatel'nom i kozhzhevenom'/'v dikom pitomnike 
p e r k h o t i , klopov i ottopyryennykh ushey'). The verb and =the s u b j e c t 
f o l l o w i n an extended statement which again f a l l s i n t o two p a r t s 
( ' z a r o d i l a s ' e t a .../rasprostranyavshaya . . . ' ) . R e p e t i t i o n and 
balanced rhythm are used t o focus a t t e n t i o n on what i s concerned not 
w i t h balance and measure, but w i t h t h r e a t and chaos. The f o l l o w i n g 
sentence i s of t h i s n a t u r e : 
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Ilofl J ieCfiKbUM, rara « o H M , rarapimcKHM nyxoM -• nou, 
TVMKOBNMH TV^IKaMH y HOD. i i>paHITy3CKHM 6yniC VMHpaiOlUHX 
Haeepe^Hbix, nOA 3epKanbHbiMH 3eHKaMH 6apcKO-
XOHyHCKHX K B a p T K p o6Hapy>XHTCH He^TO COBCeM 
HeosHflanHoe. 
( I I , pp. 37-38) 
The sentence i s f i r m l y s t r u c t u r e d by the r e p e t i t i v e 'pod' clauses 
and by the a l l i t e r a t i v e ' t ' , "'g' s and 'z'. Of the twenty i n t e r v a l s 
between stresses f o u r t e e n have two unstressed s y l l a b l e s , f o u r have 
three unstressed and the remaining two, f o u r unstressed. The 
rhythmic e f f e c t created by the predominantly r e g u l a r s t r e s s ( w i t h 
the two unstressed i n t e r v a l s ) i s enhanced by the rhyming e f f e c t of 
the nouns and a d j e c t i v e s agreeing w i t h the 'pod' clauses. 
A balanced s t y l e can be used to h i g h l i g h t the mundane nature 
of t h i n g s . R h e t o r i c a l exclamation provides an example of t h i s : 
IleTepSypr, T H OTBe^aemb 3 a SenHoro TBoero cbraa! 
3a sect 3 T O T cynGyp, 3 a KanKyro J H O O O B S K Mysbixe , 
3 a Kajfyryio KpyrmHKy 'APajKe' B SyMascHOM Memo^xe y 
xypcHCTKH na xopax flBopHHCKoro coGpaHHJi OTBeramb T H , 
IleTepSypi*! 
( I I , P. 30) 
Here the r e p e t i t i v e 'za' clauses grow more h o s t i l e as they increase 
i n l e n g t h each time; the change i n emphasis from the present ' t y 
otvechaesh'' ('you are responsible f o r ' ) to the r h e t o r i c a l l y 
i n v e r t e d ' o t v e t i s h ' t y ' ('you w i l l answer f o r ' ) accords w i t h t h i s 
increase i n h o s t i l i t y . The c o n t r a s t l i e s i n the f a c t t h a t such 
r h e t o r i c a l means are used to convey Petersburg's g u i l t and respons-
i b i l i t y n o t , f o r i n s t a n c e , i n respect of one of the great h i s t o r i c a l 
upheavals which the c i t y witnessed, but w i t h regard t o the l i t t l e 
man, Parnok, and the dragees consumed by g i r l students. S i m i l a r l y 
b a n a l i t y and r h e t o r i c clash i n the passage 'Ved' i ya s t o y a l ... 
nakhokhlennym, zimnim' ( I I , p. 25) where i n v e r s i o n leads once more 
t o increased emphasis on r h e t o r i c a l s t r u c t u r e : 'Ved' i ya s t o y a l ... 
Ved' i t e a t r mne ... Ved' i derzhus' ya ...'. Here the r h e t o r i c a l 
framework c o n t r a s t s w i t h the host of subordinate clauses which 
q u a l i f y the verbs and which abound i n banal d e t a i l . Mandelstam 
leaves no noun u n q u a l i f i e d : 'Beflb H T e a T p MHe CTpameH, xax x y p H a n 
K36a, xax flepeBeHcxafl Saubxa, rfle coBepmartocb 3BepcKoe ySHHCTBO panH 
nojiymygKa H BarieHbix canor' ( I I , p. 25). 
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(b) F o l k - t a l e s t y l e 
From time t o time Mandelstam employs f o l k - t a l e elements ( f o r 
example rhyming p r o s e ) . Normally the v e h i c l e f o r childhood s t o r i e s 
and myths, t h i s s t y l e i s used i n h i s c r e a t i v e prose to c o n t r a s t 
w i t h and h i g h l i g h t the serious or t h r e a t e n i n g nature of scenes 
depic t e d . I n 'Chetvyortaya proza' (where f o l k - s t y l e i s used t o an 
even g r e a t e r degree than i n Egipetskaya marka) t h e p o s i t i o n of 
Bukharin's s e c r e t a r y i s also described i n rhyming f o l k language: 
'y HHKOJian HBaHOBH^ia ecTb ceicpeTapiiia - npaB^a, npaBAcmica, c o B e p m e H H a H 
Seno^ita, Manera>KHii rpbi3ynoK' ( I I , p. 186). She i s not o b v i o u s l y a 
h o s t i l e f i g u r e , but her f o l k - t a l e c h a r a c t e r i s a t i o n c o n t r a s t s w i t h 
and helps t o convey the danger i n h e r e n t i n the p o s i t i o n of s e c r e t a r y 
t o one s o h i g h l y placed i n the Party apparatus. The most extreme 
example of f o l k s t y l e used i n t h i s way i s i n the n e a t l y rhyming 
sentences and phrases i n the h o r r i f i c l i t t l e poem i n Chapter 11 of 
'Chetvyortaya proza', which i s couched i n d i m i n u t i v e terms ( I I , 
p . 187). Mandelstam's d e s c r i p t i o n of 'Mother P h i l o l o g y 1 would 
d i v i d e c o n v e n i e n t l y t o give two or f o u r l i n e s of p o e t r y : 'Bbma B C H 
K P O B B , / B C H H e n p H M H p H M O C T b/a CTana ncflKpsB, /CTajia BceTepnuKOcrb' 
( I I , p. 184). 'Chetvyortaya proza' makes use of f o l k - t a l e elements 
when Mandelstam i s a t h i s most b i t t e r l y s a r c a s t i c - a technique not 
i n evidence i n Egipetskaya marka. For example the f i e n d i s h glee of 
the d e a t h l y newspaper e d i t o r i s s t a t e d i n c o l l o q u i a l terms ( I I , 
p . 181, l i n e s 6-9) as i s the passage d e a l i n g w i t h the i l l s i n f l i c t e d 
upon Mandelstam by o f f i c i a l documents: 
3fleCb HMH 3 B V H H T BnOJIHe OSfceKTHBHO: S B y K , HOBbrfi 
j y i H cnyxa H , H a^o CKa3aTi>, Becbua HrrrepecHHii. MHe H 
caMOMy nofl^ac jiioSonwTHo: HTO S T O H Bee TaK H e flanaio. 
HTO 3 T O 3a (i>PVKT T 3 K O H 3T O T MaHfleJIbDITaM .. ; 
( I I , p . 189) 
'Feodosiya' provides examples of the rhyming and rhythmic language 
of f o l k t a l e s , but these are c h i e f l y i n the d e p i c t i o n s of h o s t i l e 
l o c a l e s : '... B pacKaneHnyio r j i y m b BepxHero ropofia-rpa^a,/K O I I H T 
XBaTano na ^eTbipe K B a p T a n a ...' ( I I , p. 122). 
Generally speaking c o l l o q u i a l i s m s a l s o have a s a r c a s t i c import 
i n the c r i t i c a l prose: 
fljifl paa6era flioaMenb ... npHflyMbiBaeT no3TH*nn>iH jiereiiflbi: 
. pjifi ^HHJIHHHHH HeMHoro H3 KaneBanw . .. pjin rojuiaHfliiH 
HCTopHfiKy c CaBao<i>OM . . . JJSIK Tpei^HH, ^ y T o m c y apxeojioran ... 
('Zhorzh Dyuamel", I I I , p. 88) 
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The c o l l o q u i a l sarcasm d i r e c t e d at the Symbolists' i n s i s t e n c e on 
d e p r i v i n g o b j e c t s of t h e i r t r u e i d e n t i t y i s reminiscent of a f o l k -
t a l e curse: 'Henb3H 3axe*ib orroi, noTOMy H T O S T O MOJiteT 3 H a * i H T b 
TaKoe, I T O caM noTOM H C pap; 6y«emb' ('0 p r i r o d e s l o v a ' , I I , p. 255). 
Mandelstam's sarcasm i n the c r i t i c a l prose can also i n v o l v e very 
apt mockery. I n the a r t i c l e 'Detskaya l i t e r a t u r a ' he describes one 
worthy lady's attempts to adapt her own c h i l d r e n s ' l i t e r a t u r e to 
demands f o r r e a l i s m and he uses the c o l l o q u i a l terms which she 
h e r s e l f might have employed i n her c h i l d r e n s ' s t o r i e s : 'Ho H OHa He 
cpa3y nonana B TOHKY H A^nro Spoftuna B O K p y r p,a O K O J I O' ( I I I , p. 5 0), 
I n the p o e t r y f o l k - t a l e elements and c o l l o q u i a l i s m s occur 
i n f r e q u e n t l y and are u s u a l l y connected w i t h Mandelstam's own 
d i f f i c u l t i e s i n terms of p h y s i c a l and c r e a t i v e c o n d i t i o n s : *A Befli 
paH&me jiy^me puno .«.' ( I , no. 129). The s u p e r n a t u r a l o f t e n 
f e a t u r e s where f o l k - t a l e language i s used: 
flafi-Ka H Ha Te6« nornascy -
Beflb jieKarb MHE B COCHOBOM rpo(3y! ... 
Traib Aa rnyrab y Hee, Bomb p,a Mma, 
IIojiycnajieHKa, nojiyTwpbMa ... ( I , no. 231) 
Hyp-^yp Memi! flajieKO J I B AO 6eftbi! 
H B naSnpHHTe Bjiascnoro paenesa 
Tanan flvnmo CTpeKO^ieT Mrna, 
Kax 6yflTO B T O C T H BOflHHaH fieBa 
K ^acoBimiKy noflseMHOMy n p H n m a . ( I , no. 213) 
S i m i l a r l y , i n Egipetskaya marka i t s e l f Mandelstam employs f o l k 
s t y l e t o d e p i c t t h r e a t e n i n g matters. For i n s t a n c e , he uses a ' p o e t i 
f o l k - s t y l e form ( w i t h c o l l o q u i a l i s m s ) t o suggest h i s own d i s t u r b i n g 
p o s i t i o n : 
- CbHHHICH-SapbHUHHKH, 6apbfflIHHKH-CbimHKH , 
H T O BW na Mopo3e, MuneHbKHe, pbimeTe? 
KoMy 6niteT B n o a c y , 
A KOMy B poxy. ( I I , p. 28) 
Folk s t y l e i s also used t o h i g h l i g h t less t h r e a t e n i n g matters i n 
Egipetskaya marka and the i n s p i r a t i o n here i s parody r a t h e r than 
f e a r . The atmosphere of the passage d e s c r i b i n g the Lutherans ( I I , 
p. 31, l i n e s 21-29) i s t h a t of a f o l k - t a l e and i t provides a 
humorous c o n t r a s t w i t h the s t r i c t n e s s of t h e i r nature and r e l i g i o n . 
There are f o u r sentences of approximately equal l e n g t h h e r e , three 
of which begin w i t h the i n s i s t e n t phrase 'E k h a l i t a r a t a y k i ' . Each 
one contains a d e s c r i p t i o n given i n a s i m i l e : '... kak krovel'noye 
zhelezo', ' s y p a l i s ' gorokhom', 'v yubkakh, tvyordykh, kak zhest''. 
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The number of c a b r i o l e t s i s given i n the manner of a i ' o l k - t a l e 
CflBaftuaTb op,Ha H eme ^eTLipe ...') and the passage ends w i t h a 
' k o l ' t s o ' : T O H xe floporofr BepwyncH flOMoft an echo of the 
phrase which opened the paragraph: '.,. no T B e p f l o f t raocceftHOH. 
HoporoH . A u n t Vera, who represents the Lutherans, i s also t o a 
c e r t a i n e x t e n t d e p i c t e d i n the language of a f o l k - t a l e . I n i t i a l l y 
no c o n t r a s t i s i m p l i e d i n t h i s , since such language - . w i t h i t s 
r e p e t i t i v e and p r o v e r b i a l elements ~- i s q u i t e a p p r o p r i a t e t o the 
d e s c r i p t i o n o f Aunt Vera's 'mythical' f a t h e r , Pergament: 'Y Hero 
6bina K Bap Tup a B copoK K O M H3T ... Ha yjimje nop, copona KOMH&T3MH . . . 
"floM - nonHaji Kama'" ( I I , p. 31). A g r e a t e r c o n t r a s t i s i m p l i c i t i n 
the d e p i c t i o n of Aunt Vera's t o t a l l y unspontaneous nature by devices 
reminiscent of the f o l k - t a l e . The phrase i n t r o d u c i n g her i s balanced 
and a l l i t e r a t i v e ; b o t h p a r t s of the phrase have f o u r s y l l a b l e s , 
f e a t u r e the l e t t e r s ' t ' and ' r ' and create a rhyming e f f e c t : 'Tyotya 
Vera - l y u t e r a n k a 1 ( I I , p. 31). The s p i n s t e r ' s s t i f f and uncomprom-
i s i n g character i s f u r t h e r conveyed by the r i g i d l y emphatic rhythm 
which describes her s i n g i n g : '... noAneBana n p u x o x c a n a M B KpacHofi 
KHpKe Ha MoHKe'. The c o n t r a s t w i t h i n t h i s phrase i t s e l f should be 
noted - the change from the a l l i t e r a t i v e 'p' t o 'k' and the 
accompanying change of rhythm, as the s t r e s s moves from the t h i r d 
t o the f i r s t s y l l a b l e . 
( i v ) C o n t r a s t i n g sentence s t r u c t u r e s 
Sentences i n Mandelstarn's prose vary i n l e n g t h and c o n s t r u c t i o n . 
Some are long and f l u e n t , others short and s t a c c a t o . The long 
sentences are the c h i e f means by which he creates h i s balanced and 
r h e t o r i c a l s t y l e . I n both c r e a t i v e and c r i t i c a l prose they are 
extended i n the main by the use of dual and t r i p l e q u a l i f i c a t i o n . 
The opening sentence of Shum vremeni provides an example o f t h i s ; 
here the t r i p l e q u a l i f i c a t i o n s t r i k e s a balance w i t h the two word 
phrases surrounding i t ( I I , p. 45). I n the c r i t i c a l prose 
m u l t i p l e q u a l i f i c a t i o n provides the most important s t r u c t u r a l 
f e atures 
. . . c o c T a B J i J i e T Heo6xoffHMeHmyK> npHHaflneHHoerb H i a c T t 
... oGycnoBJiHBaeT ero B O3M O K H O C T I > H 6esonacHocTb B 
He M e H b m e f i CTenemi, ^eM HcnpanHocTt pyjin H U H 
2 
6ecnepe6oKHOcTi> MOTopa. 
(Razgovor o Dante, I I , p. 382) 
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(For f u r t h e r examples of dual q u a l i f i c a t i o n see I I , pp. 209, 210, 215, 
216, 22.4, 231, 248, 280, 305, 306, 342, 351; I I I , pp. 40, 55, 111, 
130). I n the case of t r i p l e q u a l i f i c a t i o n the l a s t element i s some-
times expanded i n t o a phrase composed of three p a r t s : 
1 2 ... sarpoMOHflan ero i r y r a , pa3Bpaman ero coBecrt, 
3 X U ( 2 1 (3) ftenan ero c r o d o p i K B U M , yicnoirtHBbiM, npHMepHTejifeHo— 
SeSJTHMHblM, 
('Zhak r o d i l ' s y a i umer', I I I , p. 60) 
(For f u r t h e r examples of t r i p l e q u a l i f i c a t i o n see I I , pp. 389, 392, 
412; I I I , pp. 100, 101, 110, 130, 139, 146, 155, 167; f o r t r i p l e 
q u a l i f i c a t i o n w i t h expansion of the l a s t element see I I , pp. 403, 406; 
I I I , p. 173). 
Mandelstam's sense of rhythm i s very much present i n the 
c r i t i c a l prose. I t i s achieved by r e p e t i t i o n , m u l t i p l e q u a l i f i c a t i o n 
( e s p e c i a l l y of verbs) and a l l i t e r a t i o n . I n the f o l l o w i n g phrase 
the s t r e s s i s a t a f u r t h e r remove w i t h each successive verb, thus 
b u i l d i n g u p t o a grea t e r emphasis on the l a s t verb: ' O H M O P U J I T C J I , 
r p H M ^ C K H^aeT, npHBepe^ A H H * J a e T ('Vypad', I I , p. 229). Mandelstam 
i s e s p e c i a l l y fond of using rhythmic a l l i t e r a t i o n when he i s 
d e p i c t i n g some k i n d of movement: 1 . . . B p e M J i M T O T C J I o6paTHo c HT/MOM 
H C B H C T O M , K S K riperpa»aeHHbiH noTOK ('Pushkin i Skryabin', I I , 
p. 314). The l e t t e r s 'm', 's', 'sh', 'p', * r ' have a n a l l i t e r a t i v e 
f o r c e which enhances the rhythm created by the r e g u l a r stresses. 
There are fewer unstressed s y l l a b l e s here than i n the greater p a r t of the 
c r i t i c a l prose. I n the less graphic e x p o s i t o r y passages there i s 
a n average of fo u r o r f i v e unstressed s y l l a b l e s , r a t h e r than the 
i n t e r v a l s of one or two unstressed seen i n the rhythmic passage from 
'Pushkin i S k r y a b i n 1 . I t i s i n t e r e s t i n g t o note t h a t where Mandelstam 
deals w i t h language, p o e t r y or poets, the prose tends t o be more 
rhythmic, more a l l i t e r a t i v e : '-3aTo KaKfloe CJIOBO cuoBans &ansi ecrb 
opemeK A K P O I J O J I H, ManenbKHH KpeMJib, KpbuiaTaa K p e n o c r b ...' ('0 
p r i r o d e s l o va', I I , p. 251). This i s e s p e c i a l l y t r u e of the 
Razgovor o Dante: '... pasMep H PHTM maroB ( I I , p. 367), 
. . . O H nmneT nop; # H K T O B K y , OH nepenHC^HK, OH nepeBOfl^HK ...' ( I I , 
p. 406). 
I n both c r i t i c a l and c r e a t i v e prose s h o r t sentences are used 
to c o n t r a s t w i t h the long r h e t o r i c a l s t r u c t u r e s . Extremely s h o r t 
sentences give i m p r e s s i o n i s t i c d e s c r i p t i o n s of i n v a r i a b l y h o s t i l e 
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scenes: 
IlyiiiKHHa xopoHHjm HO--II>K). XOPOHHJIH Tai*Ho. 
('Pushkin i Skryabin', I I , p. 313) 
compare 
OcjiennyTb. 0c«3aTi> H y3HaBaTb C J T / X O M. Ile^iajibHbiH yp,esil 
(Shum vremeni, I I , p. 103) 
More f r e q u e n t l y s h o r t sentences i n the c r i t i c a l work act as the 
bearer o f an importa n t idea (a f u n c t i o n which they also c a r r y out i n 
the c r e a t i v e p r o s e ) : 
HeT J IHPHKH 6e3 fluanora. ('0 sobesednike', I I , p. 239) 
compare 
B no33HH Bcerfla Boftiia. ('Zametki o p o e z i i ' , I I , p. 260) 
Mandelstam's l e t t e r s , which must also be considered to be 
p a r t of h i s prose oeuvre, bear the stamp o f h i s other prose. They 
are c h a r a c t e r i s e d by sh o r t i m p r e s s i o n i s t i c sentences ( t h e l o g i c a l 
form when paper was s h o r t and l e t t e r s f r e q u e n t ) , m u l t i p l e q u a l i f i c -
a t i o n and an awareness of the rhythmic nature of language: 
EecnopflflOK. TpH3b. Xonon,. ( I l l , p. 202), 
Temio. T H X O . TaTbKa. T H X O K C M K O pao'oTaio. ( I l l , p. 211), 
... 3a 3KH3 Hb, 3a paflOCTb, 3a C J l O B e ^ I K H . . . ( I l l , p« 214), 
. . . T O Mopos, T O rpH3b, T O OTTenejib ... ( H I , p« 227) 
The va r i o u s sentence s t r u c t u r e s employed i n the p o e t r y are 
n e c e s s a r i l y not as complex as those of the prose. I n the great 
m a j o r i t y o f the poems each stanza i s composed o f one sentence; where 
the poem i s made up of f o u r - l i n e stanzas, as i s f r e q u e n t l y the case, 
t h e r e i s l i t t l e room f o r complexity. However, w i t h i n the. confines 
o f p o e t i c form there are r e f l e c t i o n s of Mandelstam's prose tendency 
t o extend a sentence by m u l t i p l e q u a l i f i c a t i o n . I n the poem 'H 3 M K 
SyubEKHKKa MHe rojiySfi n o H H T H e i t ' ( I , no. 138) a long sentence i n the f i r s t 
paragraph permits Mandelstam to use two examples of t r i p l e 
q u a l i f i c a t i o n , w i t h an extended t h i r d element i n each case: 
3Recb Tonnbi fleTCKHe, coSbiTHK^ n o n p o m a H K n , 
GlapHKCKHX BOpo6seB ncnyraHHbie CTaihcii 
3 jICnesajiH Hacxopo jcpyny C B H H U O B H X Kpox, 
(S'pHrnHCKOH 6a6ymicoH p a c c b i n a H U H i i r o p o x , 
1 H B B 0 3 f l y x e r u i b i B e T 3adbiTan K o p i i r a c a , 
2 H B n a M H T H K H B C T n n e T e H a n K o p 3 H H K a , 
2 fli TecHbie flOMa - sySoB MOJIOMHUX pup, -
\Ua flecnax c r a p ^ e c K H x xax 6 j i H 3 H e u b i C T O H T . 
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I n the poems composed of s h o r t e r sentences the use of m u l t i p l e 
q u a l i f i c a t i o n r e f l e c t s the. poet's a n x i e t y t o convey the many 
impressions and sensations of which he was so much aware: 
PoxaioinHH, cnniUHH, opymHH, 
K seMne npHr -BOKnenHbiH Hapop,. ( I , no. 217) 
HacnasflaeTCH MycKaTOM 
Ha H 3 b i K , n a B K y c , Ha uBeT ... 
HaxHeT r o p o f l O M , noTonoM, 
HeT - xacMHHOM, neT - yKponcM, 
Her - flySoBoio Kopoft. ( I , no. 263) 
C o n t r a s t i n g sentence and phrase lengths a r e not as prominent a 
f e a t u r e i n the p o e t r y as i n the prose, although they c e r t a i n l y are 
i n evidence. As i n the prose, the f u n c t i o n of s h o r t s e n t e n c e s can 
be the i m p r e s s i o n i s t i c s e t t i n g of the scene: 
BeccoHHHua. roiiep. Tyrae napyca ( I , no, 78) 
OrpoMHMH napK. BoK3ajia map creKJiHHHbiH ( I , no. 125) 
YjKe CBeTaeT. IDyMHT capbi 3eneH£>iM . . . ( I , no. 260) 
They can a l s o a c t as the ' k e r n e l ' of the poem, resuming an important 
p o i n t or c a r r y i n g the main imagery: 
Ban-MaCKapap;. Beic - B O J i K o n a B ( I , no. 230) 
He BOJiHOBaTBCH. HeTepneH&e - pocKomb ( I , no. 247) 
Often s h o r t sentences can convey a h o s t i l e atmosphere: 
npo3pa*ma flajib. HeMHoro BHHorpana ( I , no. I l l ) 
H o n o 3 f l a n . tfae C T p a m H o . 3TO C O H . ( I , no. 125) 
I n the second paragraph of 'H3WK GynhmimKa MHe rojiySa noHHTHeii' ( I , / 
no. 138) a long sentence i s composed of s h o r t phrases, which convey 
the heated and i n i m i c a l a c t i v i t y of r e v o l u t i o n : 
Ho Bce-TaKH c K a a c y : n noMHw oflnoro, 
O H Jiany noAHHMan, K a K orneHHyio p03y, 
H KaK peBeHOK BceM noKa3UBan saH03y, 
Ero He cnymajm; cMeHJiHCb Ky«epa, 
H r p u 3 j i a H S J I O K H , C mapMaHKOH, fleTBOpa, 
Afawm K J i e i i n n , H C T a B H U H K a n K a n b i , 
H nejiH neceHKH, H x a p H J i H KamTaHbi ... ( I , no. 138) 
Short sentences and phrases obviously a l s o c o n t r i b u t e to the b r e a t h -
l e s s e f f e c t which was to become so much a f e a t u r e of Mandelstam's 
Voronezh poetry ( f o r example I , nos. 301, 359). Punctuation plays 
a p a r t h e r e , but th e r e i s l i t t l e s t r i k i n g use of the comma and the 
dash u n t i l the Voronezh work. However, aposiopesis i s i n evidence 
e a r l i e r i n Mandelstam's p o e t i c oeuvre; the s e r i e s of th r e e dots i s 
o f t e n used to break o f f d i s t r e s s i n g thoughts ( I , no. 140, s t a n z a 4; 
no. 197, l i n e 12; no. 220, l i n e 2; no. 228, s t a n z a s 3, 6 ) . 
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Egipetskaya marka very much f o l l o w s the p a t t e r n s of sentence-
s t r u c t u r e i n d i c a t e d above. Long sentences c o n t r a s t w i t h s h o r t 
sentences and phrases. The l a t t e r are the bearers of an important 
i d e a , g i v i n g i n a n u t s h e l l what has j u s t been discussed or what w i l l 
s h o r t l y be discussed, and they are used to s u s t a i n an atmosphere of 
immediacy and panic w i t h i n c e r t a i n s e c t i o n s . Short sentences r e v e a l 
the ' c u t t i n g and s t i c k i n g ' technique ( I I , p. 2 5 ) - they are s p l i t up 
by v a r i o u s forms o f pu n c t u a t i o n which have the e f f e c t o f fragmenting 
a sentence or drawing a t t e n t i o n t o c e r t a i n p a r t s . Commas are used 
l i b e r a l l y i n Egipetskaya marka and they create a r a t h e r b r e a t h l e s s , 
j e r k y s t y l e : 
O H onrymaji noneHo, KaK s c n B o e , B p y x e ( I I , p. 1 1 ) 
... flaBhiflOBbra, TO ecTh caM IUanHpo, KJiaHfleTCH, 
Bo6paB r o j i o B y B roie^H . . . ( I I , p. 1 1 ) 
The s h o r t phrases which they enclose o f t e n c o n t r a s t w i t h longer 
phrases w i t h i n i n d i v i d u a l sentences ( f o r example I I , p. 2 7 , l i n e s 
9 - 1 2 ) . The most s t r i k i n g and e f f e c t i v e forms of p u n c t u a t i o n are the 
dash and the s e r i e s of three dots. The dash f u l f i l s i t s usual 
f u n c t i o n s of i n t r o d u c i n g d i r e c t speech and r e p l a c i n g the present 
tense of the verb 'to be'. L i k e the comma i t sometimes tends t o 
s p l i t up the sentence (making the reader pause), c r e a t i n g a b r e a t h -
l e s s , telegrainmatic e f f e c t . This i s the case when i t serves as a 
l i n k t o r e l a t e thoughts or encloses p a r e n t h e t i c a l e x p l a n a t i o n s . I t 
i s important t o note t h a t i t u s u a l l y appears i n t h r e a t e n i n g contexts 
(the mosquito passage, I I , p. 38; the treatment t o be meted out t o 
Parnok, I I , p. 1 1 ; the d e s c r i p t i o n of Mandelstam's 'love' f o r 
d e n t i s t s , I I , p. 1 5 ) . The s e r i e s of three dots, a form of 
aposiopesis, f r e q u e n t l y breaks o f f thoughts which are e v i d e n t l y too 
uncomfortable t o be dwelt on or developed - they t h e r e f o r e o f t e n 
occur i n the same type of context as the dash ( I I , p. 1 1 ; I I , p. 38; 
see also the d e s c r i p t i o n o f Petersburg's telephones, I I , p. 2 6 , 
l i n e s 2 4 - 2 7 ) . 
(a) Sentence s t r u c t u r e s i n fragmentary passages 
S t r i k i n g r h y t h m i c , phonetic and v i s u a l c o n t r a s t s are set up 
between s h o r t sentences and the longer sentences and clauses. 
V a r i a t i o n s i n p r e s e n t a t i o n and sentence l e n g t h are made most 
obvious by the i n s e r t i o n of fragmentary passages which c o n t r a s t 
w i t h surrounding m a t e r i a l . For example, Mandelstam i n t e r r u p t s h i s 
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i m a g i n a t i v e i n t e r p r e t a t i o n of the o i l - s t o v e and h i s own experiences 
of the o i l - l a m p as a c h i l d w i t h a s e r i e s of sentences set out i n a 
manner q u i t e d i s t i n c t from the surrounding t e x t : 
H He tfOIOCb 6eCCBH3HOC.TH H pa3pblBOB. 
CxpHry Gywary fljniHHbiMH H O K H i i u a M H . 
noflKjiei-isaio JieHTOMKH SaxpoMKoft. 
PyKoraicb - B c e r ^ a 6ypa, H C T p e n a H H a n , H C K J i e B a H H a a . 
Ona - qepHOBHK coHam/ 
Mapart - jTymne, ^ e M rmcaTb. 
He fioiocb niBOB K xenTH3Hbi K J i e H . 
IIopTKraKy, 6e3AenKH^aio. 
PHCVIO MapaTa B yyjiKe. 
CTpuneft. ( I I , p. 25) 
This passage b r i n g s t o mind the device of 'obnazhenie priyoma' 
p r a c t i s e d by V i k t o r Shklovsky i n h i s Sentimental'noe p u t e s h e s t v i e : 
'MHe cicanyT, MTO S T O ciofla He O T H O C H T C H. A MHe Kaicoe flejio. 5 I -TO 
Aoracen H O C H T B Bee B flyme?' Mandelstam's 'baring of device' i s 
a l i t t l e l e s s s t r a i g h t f o r w a r d . I t i s created not by d i r e c t address 
to the reader, but by separation from the t e x t i n terms both of 
s u b j e c t and p r e s e n t a t i o n . The f a c t t h a t the sentences are placed on 
separate l i n e s h i g h l i g h t s t h e i r b r e v i t y - had they been set out i n 
an o r d i n a r y paragraph Mandelstam would not have drawn a t t e n t i o n t o 
the i m p o r t a n t ideas on w r i t i n g which he puts forward here w i t h such 
urgency i n the i n c r e a s i n g l y telegrammatic and b r e a t h l e s s s t y l e . 
(b) C o n t r a s t i n g s t r u c t u r e w i t h i n i n d i v i d u a l sections 
The passage on musical n o t a t i o n ( I I , p. 24, l i n e s 1-16) 
provides an i n t e r e s t i n g example of c o n t r a s t i n g sentence s t r u c t u r e 
w i t h i n an i n d i v i d u a l s e c t i o n . Here the s h o r t sentences create an 
impression of chaos. An i n i t i a l b u i l d - u p i n both sentence and 
clause l e n g t h , f o l l o w e d by a r e t u r n to the o r i g i n a l lengths can 
be seen. Two ten-word sentences in t r o d u c e an atmosphere o f panic 
and danger ( I I , p. 24, l i n e s 1-4) which i s conveyed by a r e g u l a r 
rhythm and the h i g h l y a l l i t e r a t i v e 'k', 'g', ' t ' , 's', ' r ' : 
1... Bcerfla pacKneBaH p,o K o c T o q e x H HcxnecTaH 6ypeft' ( I I , p. 24). 
A most i n t e r e s t i n g sentence of f o r t y - f o u r words f o l l o w s . I n the 
f i r s t p a r t of t h i s s h o r t clauses are concerned w i t h a b a n a l , Parnok-
l i k e musical i n t e r p r e t a t i o n : '... noflBeniHBaH 6eMOJiH K pjKaBMM K p r o i c a M , 
VKpenjiHH (Juuorepa flue30B, CHHM3H u.anbie BbiBecKH riOAacapbix T a K T O B . . . ' 
( I I , p . 24). The second p a r t of the sentence gives a more romantic 
i n t e r p r e t a t i o n and i s extended a c c o r d i n g l y : '... Kor^a KaBarcepHH 
BOCbMbix n mecTnaAuaThix B dyMa^Hbix cyTaHax c K O H C K H M H 3HaMKat-iH H 
mTaiiflapTHKaMir P B G T C S I B a T a i c y . „.' ( I I , p. 24). F o l l o w i n g t h i s i s a 
sentence of approximately the same len g t h as t h e f i r s t two. The 
impression of a neat ' k o l ' t s o ' which t h i s r e c a p i t u l a t i o n i n l e n g t h 
provides i s i n s t a n t l y d i s p e l l e d by the fragmentary nature of the 
next paragraph, w i t h i t s i m p l i c a t i o n s of danger: 'SojibicerojioBbie flera. 
frcBOpubi. Pacnparawi' KapeTy K H H3H. IflaxMaTKCTti EbiGeraioT K3 K O $ e e H ; . 
pa3MaxKBaji $ep3HMH H n e n i K a M n ' v ( I I , p. 24). The s t r u c t u r a l balance i n 
t h i s l i s t of chaos should be noted. The f i r s t and t h i r d phrases are 
of roughly equal l e n g t h ( e i g h t and nine s y l l a b l e s r e s p e c t i v e l y ) , 
punctuated by the single-word sentence 'skvortsy'. I n the l a s t 
sentence the two phrases are of e x a c t l y the same l e n g t h . 
A s i m i l a r p r i n c i p l e of Parnok-like language c o n t r a s t i n g w i t h 
r h e t o r i c a l sentences i s a p p l i e d i n the d i s c u s s i o n of Parnok's 
c h a r a c t e r i s t i c i n c l i n a t i o n s ('OH JUOOHJI . n p o B H H H b i e ciaiaflbi H flpoBa . 
HCKJiwTOTejibHo o B H C O K H X MaTepHHx' I I , p. 11). The f i r s t paragraph 
i s made up of f i v e s h o r t sentences ( w i t h an average of s i x words i n 
each) i n which the phrases are s h o r t and b r e a t h l e s s : ' C H o n t y m a j i 
nojieHo, K a i c K H B o e , B pyKe' ( I I , p. 11 - note the r e p e t i t i v e rhythm 
h e r e ) . On the other hand the second paragraph comprises o n l y one 
sentence of f o r t y - s i x words, i n which the clauses are extended t o 
the f u r t h e s t p o s s i b l e l i m i t : '... H B OTMecTKy OH roEopan c HHMH na 
AHKOM H B b l C n p e H H O M H T H H b e M H 3 b I K e HCKJHOMHTeJIbHO O B b l C O K H X M a T E p H H x ' 
( I I , p. 11). The v a r i a t i o n i n sentence lengths represents t h e 
c o n t r a s t between the two'types of language being described - t h e 
i m p r e s s i o n i s t i c , i m a g i n a t i v e language which Parnok would i d e a l l y 
use, and the complicated k i n d which s o c i a l p r a c t i c e demands. 
Co n t r a s t i n g sentence lengths w i t h i n a s e c t i o n can f o l l o w a 
p a t t e r n . I n the d e p i c t i o n of the Cossacks' song ( I I , p. 40) the 
p a t t e r n i s q u i t e d i s t i n c t : twenty words, n i n e , twelve, nine and 
t w e n t y - f i v e words. The ' k o l ' t s o ' e f f e c t i s complemented by other 
r e g u l a r devices which seem to be a parody ( r a t h e r than an i m i t a t i o n ) 
of song s t r u c t u r e . The f i r s t sentence has an emphatic, r a t h e r t r i t e 
rhythm which perhaps conveys the r e g u l a r movement of the horses. 
This rhythm stops s h o r t w i t h the f i n a l s t r e s s : 'MO'JKHO c K a s ^ T b H 
aaxcM^pHB raasii, *ITO ^ T O no^T KO'HUHKH ...' ( I I , p. 40). The i r o n y 
r e f l e c t e d i n the rhythm i s expressed i n the d e s c r i p t i o n of the song, 
which i s not e x p l i c i t l y mentioned i n the f i r s t sentence ( I I , p. 40, 
l i n e s 23.-25) but i r o n i c a l l y included i n the second; ' i zazhmuriv 
glaza' - the emphasis i s on seeing here and not on h e a r i n g , which f o r 
Mandelstam was the v i t a l a c t i v i t y i n both music and p o e t r y . 
(c) C o n t r a s t i n g s t r u c t u r e s between sections 
The mixing of s t r u c t u r e s c a n be seen on a l a r g e r scale by 
comparing consecutive passages. For example, the long r h e t o r i c a l 
sentences d e s c r i b i n g t h e Petersburg a i r ( I I , pp. 37-38) a r e j u x t a -
posed w i t h the s h o r t fragmentary phrases and clauses of the 
mosquito, which form a h o r r i b l e parody of poetry ( I I , p. 38). This 
i n t u r n i s f o l l o w e d by the sentences of a. b i b l i c a l s t r u c t u r e which 
d e f i n e a given word. The nature of the long r h e t o r i c a l sentences 
preceding the mosquito passage has already been noted above ( s e c t i o n 
2 ( i i i ) ) . There an i n c a n t a t o r y e f f e c t was produced by devices of 
rhyming and r e p e t i t i o n . The e f f e c t of the mosquito passage i s 
s i m i l a r , but the means by which the e f f e c t i s obtained are r a t h e r 
d i f f e r e n t . Sentences are e i t h e r very s h o r t or so d i v i d e d by the use 
of aposiopesis t h a t the u n i t y of the sentence i s broken: 
- S K H H 3 B He.Be3eHBH - K O j u i e s c K H H aceccop H3 ropofla 
<J"HB ... Bee T3K0H—JKe - HJmVTb He H3MeHHnCH -• O H , 
CTpanmo MHe 3n,ecb - H 3 B H H f n o c b . . . 
( I I , p. 38) 
This o b v i o u s l y fragmentary form creates once more a sense of 
breathlessness and urgency and i t c o n t r a s t s w i t h c e r t a i n r e g u l a r 
devices i n the s e c t i o n . The r e g u l a r r e f r a i n ' i z v i n y a y u s ' ' and the 
i n s i s t e n t references t o the f i r s t person s i n g u l a r ( f o u r t e e n i n a l l ) 
recur w i t h the monotonous r e g u l a r i t y of a f u n e r a l k n e l l and create 
an atmosphere of f a t e f u l h o s t i l i t y . Although the sentences are 
fragmented w i t h dashes, the phrases which they enclose are f i n e l y 
balanced: 
- R n j i a K a j i b m H K , n e c T y H , n n a c T y H - n M a n e H b K H H 
K H H S b - pacKopHKa - H HHMHH PaMsec-icpoBcmiiiua - H 
na c e s e p e CTan mnea - O T Memi TaK Mano ocTanocb ... 
( I I , p. 38) 
This could almost be the stanza of a poem. Each phrase i s composed 
of approximately the same number of words and each i s very rhythmic: 
the a l l i t e r a t i v e 'p' and ' 1 ' of the f i r s t phrase, 'k' and ' r ' of the 
second and t h i r d , 's' of the f o u r t h , and the f r e q u e n t r e g u l a r 
stresses ( o n l y one or two unstressed s y l l a b l e s between each s t r e s s ) 
c o n t r i b u t e t o t h i s e f f e c t . Rhyme, the only p o e t i c f e a t u r e m i s s i n g 
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i n t h i s sentence, i s provided at a l a t e r stage: '„.. na KonefiKy -
ernneTCKofi i c a n i K K , H.a KoneHKy •- n e B m i e c i c o u u i e H K H' ( I I , p. 38). The 
use of ' p o e t i c ' form here - the c l o s e s t approximation t o such form 
i n the work - i s h o r r i b l y t h r e a t e n i n g i n view of the elements o f 
fragm e n t a t i o n which r e f l e c t the mosquito's wasting disease. Small 
wonder Parnok stands i n need of comfort a f t e r l i s t e n i n g t o t h i s 
i n c a n t a t i o n . Mandelstam t u r n s to b i b l i c a l s t r u c t u r e to represent 
t h i s comfort as he l i s t s and defines words from Pamok's 'domestic 
d i c t i o n a r y ' . Here a r e g u l a r f o r m a t i o n lends t o Parnok's own 
'comfortable words' the a i r of a set of r u l e s or commandments: 
- 'He KOBepKaft' - Tan T O B O P H J I H O 2CH3HH. 
= 'He KOMaHAyii' - Taic rjiacana onHa H S 3anosen.eH. 
( I I , p. 38) 
There i s i n t e r n a l c o n t r a s t w i t h i n the passage i n the a p p l i c a t i o n of 
b i b l i c a l forms to banal o b j e c t s : '" - HoAKOBa" - Tax naabiBanacB 
C y j i o^Ka c MacnoM' ( I I , p. 3 8 ) . 
3. 'Obrashchaemost'' 
Perhaps the most i n t e r e s t i n g theory t o a r i s e from the Razgovor o 
Dante i s t h a t of the 'obrashchaemost'' (or 'obratimost'') of images, 
which governs c r e a t i v e w r i t i n g . 
... n p e A c r a B B T e ce6e caMojier . . . K O T C P M H Ha noJiKOM xo#y 
KOHCTpyHpyeT H c n y c n a e T Apyryro t - ianiHHy. 3Ta jxeTaTanfcHaH 
MamHHa T a K see T O H H O , S y A y ^ H noruiomena c o 6 C T B e HHUSK X O A O M , 
Bee Ke y c n e B a e T cofipaTB H BbinycTHTb eme T p e T b w . 
( I I , p. 382) 
This i s c e r t a i n l y extremely h e l p f u l i n the c o n s i d e r a t i o n of 
Mandelstam's work, f o r i t suggests t h a t there are connections behind 
what a t f i r s t may seem t o be an aimless movement from image t o image. 
The reader must c o n s t a n t l y bear i n mind a l l the v a r i o u s f o r c e s 
which i n f l u e n c e a work ( I I , p. 413) and be able t o supply f o r h i m s e l f 
the l i n k s between images and the associ a t i o n s between images and 
ideas which Mandelstam does not s t a t e e x p l i c i t l y : 
HaAO n e p e S e x a T b n e p e s BCIO m n p H H y p e K H , 3arpoMo;«.AeHHOH 
n O R B H K H b M H H p a S H O y C T p e M H E H I T b l M H K H T 3 H C K H M H A T K O H K a M H , 
- TaK co3AaeTCK CMMCJI nosTi-rqecKOfi p e w i . 
( I I , pp. 364-365) 
Poetic c r e a t i o n was Mandelstam's c h i e f s u b j e c t i n t h i s d i s -
cussion and indeed h i s p o e t r y provides i n t e r e s t i n g examples of 
'obrashchaemost''. The p r i n c i p l e i s r e f l e c t e d p r i m a r i l y through 
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image p a t t e r n s - here a g a i n ' f l &ypy MeTarbcji no Ta6opy y j i n i y j T C M I I O H ' 
(T, no. 144) c a n be c i t e d as an example. Perhaps the most impressive 
instance of image g i v i n g b i r t h to image i s supplied by ' G r i f e l ' n a y a 
oda' ( I , no. 137), whose c l o s e l y - k n i t associations have been d i s -
cussed by J e n n i f e r Baines'" A s p e c i f i c image can also r e l a t e 
d i f f e r e n t poems. The image of g r a i n i s an important and o b v i o u s l y 
l o g i c a l f e a t u r e i n the r e p r e s e n t a t i o n of p o t e n t i a l p o e t r y and indeed 
of p o t e n t i a l c u l t u r a l values i n general. I n 'JIK>6JIIO noA CBOA&MH 
ceAMfl TOTIHUW 1 ( I , no. 124) the cathedrals are seen t o possess those 
q u a l i t i e s e s s e n t i a l t o the n u r t u r i n g of the seed e n t r u s t e d t o them: 
AMGapbi B03Ayxa H CBera ... 
B npoxjiaAHtiix xnTHnnax, B rnySoKHX s a i c p o M a x 
3epno ray6OKOH, nonuoii B e p b i . 
The idea behind the g r a i n imagery i s taken t o i t s l o g i c a l conclusion 
i n 'Kaic pacTGT XJIP.6OB o n a p a 1 ( I , no. 130), where the p o e t i c word 
( t h a t i s the embodiment o f the p o e t i c p o t e n t i a l which t h e poet grasps) 
i s i d e n t i f i e d w i t h the end-product of g r a i n - bread ('slovo-kolobok')» 
The g r a i n image recurs i n 'Nashedshiy podkovu' ( I , no. 136), r e p r e s -
e n t i n g p o t e n t i a l a r t i s t i c form. 
The idea of 'obratimost'' i s also r e l e v a n t t o the prose, 
however. Without an a p p r e c i a t i o n of 'obrashchaemost' 1 i n Mandelstara's 
prose i t i s d i f f i c u l t t o understand how he could p o s s i b l y avoid 
t u r n i n g upon himse l f the c r i t i c i s m which he had d i r e c t e d (and so 
a p t l y ) a g a i n s t ; Bely's Z a p i s k i chudaka: 'B K H H r e MOJKHO B b u i y m H T b 
4>a6yjiy, pa3rpe6aH K y q y cnoBecHoro Mycopa ( I I , p . 422). 
Mandelstam's s k i l l as a prose w r i t e r l i e s p r e c i s e l y i n the f a c t t h a t 
he i s able to give h i s work an i n n e r , continuous s t r u c t u r e w h i l e 
s u s t a i n i n g e f f e c t s of fragmentation and c o n t r a s t . I n Egipetskaya 
marka he approaches through the use of 'obrashchaemost" the k i n d 
of s t y l e which he saw t o be q u i t e absent, and d e t r i m e n t a l l y so, i n 
the works of the Serapions: 'C T H X H H n p o 3 b i - H a K o n n e H H e . Ona B C H -
TKara>, M o p ^ o j i o n r H 1 ( ' L i t e r a t u r n a y a Moskva', I I , p . 334). A s e n s e of 
cohesion i s given to Egipetskaya marka i n the f i r s t i nstance by the 
c o n s t a n t l y r e c u r r i n g a r t i s t i c themes, but a more impressive k i n d of 
'obrashchaemost'' i s present i n the work's c o n s t r u c t i o n : i n the 
r e l a t i o n s h i p of i n d i v i d u a l s e c t i o n s , i n the r e c u r r e n t order/chaos 
p a t t e r n of the c o n t r a s t s (see s e c t i o n 2 ) , i n the c o n t i n u i t y between 
small d e t a i l s of theme and imagery. 
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( i ) 'Obrashchaemost ,' i n the 'Marginalia' 
I n Razgovor o Dante Mandelstam discusses the importance of 
rough d r a f t s . Although he asserts t h a t they are indispensable i n 
the a p p r e c i a t i o n of a composition, he admits t h a t t h e i r p r e s e r v a t i o n 
i s d i f f i c u l t , not t o say impossible ( I I , p. 383). He then goes on 
to make the f o l l o w i n g p a r a d o x i c a l statement: 'HepHOBHKH HHKorn;a He 
yiciHTOHcaiOTCH' ( I I , p. 384). The theory of 'obrashchaemost'' i s 
v i t a l here, f o r Mandelstam has i n mind the reader's a b i l i t y t o 
r e c o n s t r u c t the 'rough d r a f t s ' f o r h i m s e l f . By 'rough d r a f t s ' he 
means-the unstated a s s o c i a t i o n s and i n f l u e n c e s which i n s p i r e imagery 
w i t h i n a work - the 'bridges' which Mandelstam c o n s t a n t l y 'bums' 
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behind h i m s e l f . Egipetskaya marka i s unique i n Mandelstam's 
oeuvre i n t h a t i t does t o a c e r t a i n e x t e n t preserve the 'rough d r a f t s ' 
w i t h i n i t s e l f i n the form of the h i g h l y fragmentary passages. They 
are almost d i r e c t i n d i c a t i o n s of the main themes and provide much of 
the imagery developed elsewhere i n the work. The l i s t - l i k e form 
which these 'marginalia' tend t o take i m p l i e s t h a t they c o n t a i n the 
rough m a t e r i a l from which a more developed v e r s i o n w i l l grow. 
Perhaps t h e i r i n c l u s i o n i n Egipetskaya marka was a r e s u l t of 
Mandelstam's shattered confidence i n h i s a b i l i t y t o communicate and 
i n the p o s s i b i l i t y of h i s work s u r v i v i n g - normally he would have 
expected a work t o be appreciated by the reader w i t h o u t such 
'signposts'. I t i s important to note t h a t he a t t r i b u t e s g r e a t e r 
importance t o the m a r g i n a l i a than to the manuscript i t s e l f , presum-
ably because they provide the k e r n e l of what i s t o be s a i d : 
coxpaHHHTe T O , I T O Bbi HawepTajiH c6oKy ... 3T H BTopocTeneHHwe 
H MHMOBOjibHbie co3flaHHH BameH <£aHTa3HH H e n p o n a f l y T B MHpe ... ( I I , 
p. 41). The m a r g i n a l i a are i n t e g r a t e d i n t o the t e x t by v a r i o u s means 
and they d i s p l a y c o n t i n u i t y w i t h i n themselves, w i t h the m a t e r i a l 
surrounding them and w i t h each oth e r . 
An impressive example of i n t e r n a l c o n t i n u i t y i s provided by 
the passage concerned w i t h b a l l e t ( I I , pp. 28-29). This c o n t r a s t s 
w i t h devices of d i s l o c a t i o n such a s the i n t r o d u c t i o n of un-named 
speakers and the s p l i t t i n g up of the lengthy sentence by 'spuski'. 
The primary impulse i n the passage i s the image of b a l l e t , which 
leads t o the p i c t u r e of the goat s a l t a n t , Capricorn, and thus the 
predominant image of the Zodiac i s i n t r o d u c e d . Since Capricorn 
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belongs t o January a New Year calendar a p p e a r s , i t s c r a c k l i n g 
n e w n e s s a r e f l e c t i o n o f b o t h t h e s e a s o n ' s i c y c l i m a t e and a new p a c k 
of c a r d s : 
HiiBapcKHii KaneH,n;apb c GaneTHMMH K03oiKaMK, o6pa3UOBbiM 
MOJIO^HMM X 0 3 H H C T B O M MKpHCiAOB MHpOB H T p e C K O M 
pacne « a T b i B a e M o f i K a p T o ^ n o n KOJIOAM . . . ' 
( I I , p . 28) 
The'model d a i r y - f a r m o f m y r i a d worlds' i s connected both w i t h the 
Zodiac and w i t h the 'almond m i l k 1 poured by G i s e l l e ' s grandmother 
( I I , p. 28, l i n e s 19-20). The appearance o f the pack o f c a r d s , a l s o 
r e l a t e d t o the Zodiac through a common c o n c e r n w i t h f o r t u n e - t e l l i n g , 
was p r e d i c t e d e a r l i e r i n the p a s s a g e by a r e f e r e n c e t o the c a r d game 
' S i x t y - s i x ' : '- 3THM HeTannyioinjiM KoponeM H KoponeBOH T O J I B K O MTO 
H r p a n i i B mecrbflecHT mecrb' ( I I , p. 28). I n a d d i t i o n , the Zodiac i s 
the i d e a l environment f o r the i n i m i c a l Petersburg cabby, more a t home 
i n the s p h e r e o f the supernatural than i n the a c t u a l w o r l d . 
I n the c a s e o f i n t e r n a l and e x t e r n a l c o n t i n u i t y the p a s s a g e 
'Ya b o y u s ' ... S t r i z h e y ' ( I I , p. 25) c a n be c i t e d a s an example. I t 
i s l i n k e d i n t e r n a l l y by phonetic c o n t i n u i t y : ' s t r i g u ' l e a d s t o the 
noun ' S t r i z h e y ' and 'ma r a t ' ' a n t i c i p a t e s 'Marata'. I t includes,much 
' t a i l o r ' imagery w h i c h i s prominent i n the work a s a w h o l e and, on a 
more l o c a l i s e d b a s i s , r e f l e c t i o n s o f the imagery used i n the musical 
n o t a t i o n passage: 
PyxonHCb - Bcerpa 6yp«, H C T p e n a H H a H , HcicneBaHHaH. 
( I I , p. 25) 
compare 
H O T H U H BHHorpaAHHK HIy6epTa B c e r s a pacioieBaH A ° KOCToqex .. . 
( I I , p. 24) 
I t i s perhaps the f i r s t i n d e n t e d p a s s a g e i n the work w h i c h i s 
i n t e g r a t e d most f u l l y i n t o the t e x t , f o r i t corresponds w i t h f e l l o w 
fragmentary p a s s a g e s and w i t h other sections i n the w o r k : 
Ilepo pHcyeT ycaTyra r p e i e c K y w KpacaBHuy H q e f i - T O 
JIHCHH nOflSopOflOK. 
Tax n a n o j i H X t j e p H O B i i K O B B 0 3 H H i c a i o T apaSecKH H J K H B y T 
cBoeft caMOCTOHTenbHoii, npenecTHofi H K O B a p H o f t K H 3 H b w . 
CxpunHMKbie MejiOBeHKH n b W T MOJIOKO SyMarH. 
B O T BaSejib: J I H C H H no#6opoAOK H JianKH O * I K O B . 
IlapiioK - errnieTCKan Mapxa. 
ApTyp HKOBJieBH 1! ToiilMaH - MIIHOBHHK MHHHCTepCTBa 
HHocTpaHiibix Aan no r p e ^ e c K o f i M a c r a . 
BajiTopHbi MapHHHCKoro T e a T p a . 
Eme p a s y c a T a n r p e n a H K a . 
H n y c T o e Mecro pjia ocTanbHwx. ( I I , p . 21) 
*~ 2 2 8 ~ 
I n d i v i d u a l d e t a i l s prepare the way f o r d e t a i l s occur?;ing l a t e r i n 
the work; the mention of" the M a r i i n s k i y t h e a t r e ' s French horns and 
the ' s k r i p i c h n y e chelovechki' a n t i c i p a t e s the l a t e r references t o 
o r c h e s t r a l p l a y e r s ( I I , pp. 28, 41). D e t a i l s i n the indented 
passage also resume important p o i n t s of the Parnok p l o t t o date -
Parnok's nickname, h i s a s p i r a t i o n s t o j o i n the Foreign M i n i s t r y , and 
even a reference t o a mysterious Greek g i r l such as appeared i n 
Parnok's view of a 'sobytiye' ( I I , p. 10). Most s i g n i f i c a n t l y t h i s 
passage includes comments on the independent growth of the 
' m a r g i n a l i a ' , which l i n k i t w i t h opinions on w r i t i n g expressed 
elsewhere i n Egipetskaya marka. 
( i i ) 'Obrashchaemost'' between i n d i v i d u a l sections 
I t has been seen t h a t the 'marginalia' are i n t e g r a t e d by 
c e r t a i n themes and images i n t o the t e x t as a whole. This i s a l s o t r u e 
o f the less fragmentary passages. Although the j u x t a p o s i t i o n of 
apparently u n r e l a t e d passages i s p a r t of the technique of fragment-
a t i o n and c o u n t e r p o i n t , i t i s most i n t e r e s t i n g t o t r y to assess how 
the i n d i v i d u a l sections are connected and how the. i n t r o d u c t i o n of 
*spuski' i n t o the t e x t helps or hinders these connections. I t i s 
the sense of 'obrashchaemost'' between sections which binds the 
s h i f t i n g scenes together - a f t e r a l l , Mandelstam most d e f i n i t e l y d i d 
n o t want to ' m y s l i t ' kadrami' ('Ya pishu t s e n a r i y ' , I I , p. 500). 
Sometimes very c l e a r l y r e l a t e d passages are d e l i b e r a t e l y 
i n t e r r u p t e d . The 'kerosinka' s e c t i o n , connected w i t h Parnok ( I I , 
p. 2 5 ) , would q u i t e n a t u r a l l y lead i n t o an a u t o b i o g r a p h i c a l 
reminiscence of oil-lamps - but the i n s e r t i o n of the c l a i m 'Ya ne 
boyus' bessvyaznosti ...' breaks the c o n t i n u i t y . The 'spuski' h i g h -
l i g h t t h i s v e ry obvious i n t e r r u p t i o n . Perhaps Mandelstam wanted t o 
break the l i n k between h i m s e l f and Parnok here. 
Us u a l l y n e i t h e r connection nor i n t e r r u p t i o n i s as obvious as 
t h i s . The f o c a l p o i n t of the f i r s t f o u r chapters i s Parnok and the 
c o n s i d e r a t i o n of h i s character and e x p l o i t s from a v a r i e t y of angles 
gives r i s e t o d i f f e r e n t scenes o f t e n r e l a t e d by some s p e c i f i c image. 
His geographical f a n t a s i e s , e f f e c t e d by h i s pen-holder ( I I , p. 7 ) , 
lead t o a musical comparison - Bosio's geographical musings which 
are e f f e c t e d by her voice ( I I , p. 7 ) . I n both cases i t i s the t o o l 
of the trade which acts as the medium. Parnok's r e s o l u t i o n t o win 
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back h i s coat i n s p i r e s a general l i t e r a r y compai-ison (t h e heroes of 
Balzac and Stendhal - I I , p. 8) which prepares the way f o r a more 
s p e c i f i c a l l u s i o n t o a Balzacian character and h i s a t t i r e (Lucien de 
Rubempre - I I , p. 9 ) . The common f a c t o r here i s l i t e r a t u r e . Some-
times Parnok's e x p l o i t s are given a r t i s t i c p a r a l l e l s and the more 
unpleasant the a c t u a l s i t u a t i o n , the more l i k e l y the a r t i s t i c 
p a r a l l e l i s t o be accompanied by a fragmentary passage.. I n Chapter 
IV Parnok's t r i a l s w i t h the telephone are i n t e r r u p t e d by an 
'arabesque' ( I I , p. 21) and a passage on Mandelstam's e x c l u s i o n from 
the Barbizon gatherings - a p a r a l l e l t o Parnok's e x c l u s i o n from the 
communications network. Gradually the Barbizon s e c t i o n works i t s way 
back t o Parnok. At the h i g h l y c o l o u r f u l Barbizon b r e a k f a s t l a d i e s 
brush t i n y ants ('murashey', I I , p. 22) from t h e i r shoulders and t h i s 
image i s taken up and a p p l i e d to Parnok's enemies, the crowd ('murav'i' 
- I I , p. 2 2 ) , which i s i n v o l v e d i n an even more s t y l i s e d ceremony than 
the Barbizon guests. 
The r e l a t i o n s h i p of sections i n Chapter V i s one of theme 
r a t h e r than image. Petersburg's ' s i l e n c e ' i n s p i r e s a s e r i e s o f 
r e f l e c t i o n s on the ' s i l e n c e ' of a r t - t h a t i s the i n e f f e c t i v e n e s s of 
the a r t created t h e r e . The c i t y i s populated by people w i t h no v o i c e 
and no means of h e a r i n g ( I I , p. 23), music e x i s t s o nly i n w r i t t e n 
form ( I I , pp. 23-24) and w r i t e r s are lecherous scoundrels whose 
' o f f s p r i n g ' scandal i s a grotesque monster ( I I , p. 27). The degener-
a t i o n s u f f e r e d by a r t provides a p a r a l l e l w i t h Parnok's c o n d i t i o n , 
which i s the secondary element here. 
The p o s i t i o n of 'spuski' i s u s u a l l y q u i t e l o g i c a l . I n 
Chapter V I the movement i s from a h o s t i l e s e t t i n g - an uncanny c i t y 
( t h e w h i t e n i g h t - I I , p. 29) w i t h no f e e l i n g f o r i t s i n h a b i t a n t s 
( I I , p. 30) - t o a s e r i e s of ' f a m i l y p o r t r a i t s ' (which perhaps are 
an i r o n i c sequel t o the ' f a m i l y canvases' of Chapter I , I I , p. 5 ) . 
The d e s c r i p t i o n o f each i s separated by 'spuski' which give a n a t u r a l 
break (Geshka/Vera/Lutherans/Blomquist). The u n i f y i n g theme here i s 
unnaturalness i n human r e l a t i o n s h i p s and the people p o r t r a y e d are as 
u n a t t r a c t i v e as the s e t t i n g i t s e l f . The cohesive images are of s t i f f -
ness (mechanical sympathy, t i n s k i r t s - I I , p. 31) and they give r i s e 
t o a r e f l e c t i o n on the r e s t r i c t i o n s o f Mandelstam's youth ( I I , p. 32). 
On occasions the 'spuski' do not simply create a n a t u r a l pause. L i k e 
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s h o r t sentences and aposiopesis they appear a t moments o f g r e a t e s t 
urgency. For example Mandelstam's d i s g r e s s i o n on d e n t i s t s w i t h i t s 
important ideas on a r t ( I I , p. 15) i s given prominence by i t s 
s e p a r a t i o n from the surrounding m a t e r i a l . A more s t r i k i n g instance 
i s i n Mandelstam's proclamation of h i s task: 
H enemy CKa3aTb H a c T O H m y i o n p a B f l y . H Topoimiocb. 
C T I O B O , K a K n o p o m o K a c r t H p H H a , o c T a B j i « e . T n p H B K y c Mef lH 
3 0 p x y . „ . 
I l T H U b e O K O, narmToe K p o s b i o , -rosce B H H H T n o - C B o e M y 
MHp . 
( I I , P. 34) 
A t t e n t i o n i s drawn t o the passage because i t i s d i v i d e d from the. 
r e s t of the t e x t by 'spuski* and the s i g n i f i c a n c e of the l a s t l i n e 
i s h i g h l i g h t e d by i t s i s o l a t i o n w i t h i n i t s own s e c t i o n . 
( i i i ) C o n t i n u i t y e f f e c t e d by l e i t m o t i f s 
Egipetskaya marka i s given a sense of c o n t i n u i t y by the 
a s s o c i a t i o n and r e p e t i t i o n of c e r t a i n themes, phrases and words 
which become l e i t m o t i f s . These are i n t e g r a t e d i n t o the work t o so 
great a degree t h a t a s e n s i t i v i t y t o d e t a i l i s e s s e n t i a l i f they are 
t o be appreciated. The elements of c o n t i n u i t y do not c o n t r a d i c t the 
techniques of fragmentation because the r e p e t i t i v e and a s s o c i a t i v e 
devices employed are l i n k e d i n an almost f a t e f u l chain. They t h e r e -
f o r e create an atmosphere of c l a u s t r o p h o b i a which i s as much a p a r t 
of the s t a t e s of nightmare and d e l i r i u m as are sensations of d i s -
l o c a t i o n and u n r e a l i t y . Mandelstam's methods of i n t e g r a t i o n are-
s u b t l e . He repeats not whole phrases but s i n g l e words or even p a r t s 
of words. The appearance of these i n a new context can create a 
system o f mutual i n f l u e n c e s which b r i n g together the o r i g i n a l and 
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the new c o n t e x t 
The t i t l e Egipetskaya marka exerts an i n f l u e n c e which i s revealed 
throughout the work i n references to Egypt and the O r i e n t ( f o r 
example: ' f i v a n s k i e s f i n k s y ' , I I , p. 10; 'korobku f i n i k o v ' , I I , 
p. 12; 'shurum-buruma' - from the T u r k i s h 'burum' meaning 
'vrashchenie' - I I , p. 35; 'v k i r g i z s k o y k i b i t k e ' , I I , p. 41. I t i s 
i n t e r e s t i n g t o note t h a t the i n s i s t e n c e on washing and c l e a n i n g 
perhaps stems from t h i s same Egyptian i n f l u e n c e . Herodotus notes -
w i t h s c o r n f u l amusement - t h a t the Egyptians always kept t h e i r 
c l othes f r e s h l y laundered a n d were fussy about hygiene, going so f a r 
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as t o take c o l d baths and use enemas - compare I I , p. 20, l i n e 29). 
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The 'Egyptian' references are o f t e n concealed by the i n t r i g u i n g way 
i n which they are i n t e g r a t e d i n t o the t e x t . The crowd ' s a c t i v i t i e s 
f u r n i s h a u s e f u l example of t h i s ; 
He A H a T O J i H O p a H c a X O P O K H M B cTpaycoBOM KaTa4>amce, 
BWCOKOM KaK T o n o j i b , K a K passeanaiomafl HOHBIO m i p a m m a 
PJIH n O T O H K H T p a M B a H H b l X CTOJI6OB . . . 
( I I , P. 18) 
Here the Egyptian element, the pyramid, i s completely'fused (hy the 
use of s i m i l e ) i n t o the p i c t u r e of an urban occupation, the r e p a i r 
of tram p o l e s . At the same time the image of the pyramid continues 
the f u n e r a r y a s s o c i a t i o n expressed a t the beginning of the sentence. 
The t i t l e ' s f u n c t i o n a s the nickname of Parnok e x e r t s another 
i n f l u e n c e over much of the work. I n c o n t r a s t to the i n s u b s t a n t i a l i t y 
of the Egyptian stamp, papers of a more sturdy nature are mentioned. 
There i s the l u x u r i o u s paper which Parnok would use ( I I , pp. 13, 26) 
and I p p o l i t ' s notebook, the 'kleyonchatuyu t e t r a d k u ' ( I I , p. 27) •-
189 
t h i s i s not as Clarence Brown has t r a n s l a t e d i t , 'checkered' 
( ' k l e t c h a t y y ' ) , but a book made of the waterproof m a t e r i a l 'kleyonka'. 
Less o b v i o u s l y , Aunt Vera's f a t h e r goes by the name Pergainent, which 
i s also a k i n d of paper e i t h e r a parchment, or paper impervious to 
grease and water. The i r o n y i n the. presence of such s o p h i s t i c a t e d 
forms of paper l i e s i n the f a c t t h a t they are no more successful i n 
s u r v i v i n g than i s the Egyptian stamp. Parnok's f l o w e r y missives are 
completely f r u i t l e s s , I p p o l i t ' s thoughts f a i l t c capture the 
l i t t e r a t e u r s ' a t t e n t i o n and Pergament ' s p r o s p e r i t y i s a t h i n g of the 
past. Only the ' n e p r i l i c h n o v a t e r p r u f n y y ' M a r i i n s k i y t h e a t r e ( I I , 
p. 28) can s u r v i v e i n a w o r l d i n which even the n a t u r a l phenomena 
seem determined to wash a l l o b j e c t s from existence ( I I , pp. 29-30). 
Mandelstani's a t t e n t i o n to d e t a i l i s f u r t h e r witnessed i n terms of the 
washing/stain removing theme i n the d e s c r i p t i o n of the crowd as ants 
p r e p a r i n g t o exterminate t h e i r prey, f o r t h e i r f e e t are compounded of 
t u r p e n t i n e : 'A Mepnwe 6 j i e c T H m j i e M y p a B k H ... ^ Bamomcb cKrniHflapHbiMH 
jianKat-oi ( I I , p. 22). 
The basic p l o t of the work gives several l e i t m o t i f s . I t s 
' t a i l o r ' theme i n f l u e n c e s the d e s c r i p t i o n of composition ( I I , p. 25), 
the deaf-mutes ( I I , p. 23) and (by a s s o c i a t i o n w i t h I I , p. 23) the 
mosquito ( I I , p. 38). A sustained example of t h i s i n f l u e n c e can be 
seen i n the d e p i c t i o n of the crowd and i t s v i c t i m ( I I , pp. 17-18) 
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where, c h i l l i n g l y , people e x i s t only i n s o f a r as they resemble 
coats: 'IUJIH n n e w B e m a n K H p B3p^!6j ieHia>ie B a T o i i , a n p a K C H H C K H e n H n w a K H , 
6oraTO ocbinaHKbie nepxoTwo ...' ( I I , p. 1 7 ) . The emphasis i n t h i s 
passage i s on the shoulder/coat hanger/dandruff complex of imagery 
and the v i c t i m i s defined i n terms of a c o l l a r : ' ... 3jionojry^ H o r o 
B O p O T H H K a , KOTOpbtHl I je i lHJTCH flOpOXe COGOJIH H KyHHU,bI ( I I , p. 1 7 ) . 
Here the m e n t a l i t y of the Underground Man and h i s concern f o r a 
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smart c o l l a r are brought t o mind . Punishment f o r anyone d a r i n g 
to attempt a rescue of the 'perkhotnaya veshalka* i s expressed by the 
ambiguous phrase 'vzyat' v peredelku' which can e i t h e r mean 'to do 
a l t e r a t i o n s ' (as a t a i l o r ) o r , c o l l o q u i a l l y , ' t o land i n the soup'. 
The former c e r t a i n l y has the more g r i s l y i m p l i c a t i o n s . The f i n a l 
coat image of the s e c t i o n occurs i n Parnok's p a n i c - s t r i c k e n exclam-
a t i o n : '- I l y r o B H i i ^ i flarcaioTCH H3 K P O B H XCHBOTHHX! 1 ( I I , p. 1 8 ) . There 
are obvious i m p l i c a t i o n s of vi o l e n c e here. I t seems l i k e l y t h a t 
Kandelstam i s b r i n g i n g together two h o s t i l e d e f i n i t i o n s o f the crowd 
- one associated w i t h the t a i l o r and one w i t h animals' e n t r a i l s 
('lyogkie', 'trebukha', I I , p. 1 8 . Animals' blood was indeed used i n 
the manufacture of bu t t o n s , as can be seen from Yury Olesha's Z a v i s t : 
' . . . c o 6 n p a e M o e n p H y6oe K P O B B MomeT 6MTB n e p e p a 6 a T b i B a e M a H . . . H a 
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Bbipa6oTKy ... rryroBHu, ) . So, on c o n s i d e r a t i o n , Parnok's 
apparently nonsensical exclamation makes a very f i t t i n g c o n c l u s i o n 
to the extremely h o s t i l e crowd scene. 
The c h a r a c t e r i s a t i o n of Parnok provides the 'h o o f l e i t m o t i f 
( I I , pp. 1 0 , 1 9 ) . The hoof image i s found again i n the s e c t i o n d e a l -
i n g w i t h the m e l t i n g of the surroundings, i n the d e s c r i p t i o n o f the 
'Nurmis' skates: 'Tan K O H B K H , n p H B H H i e H H b i e K 6ec$opMeKHbiM ^ e T C K H M 
S o T H H K a M , K a M e p H K a H C K H M KonbiTi;aM-niHypoBKaM, cp anp-iB aiOT CH C HHMH . . . ' 
( I I , p. 34). Parnok i s h e l p l e s s l y d i s l o c a t e d : he has l o s t t h a t p a r t 
of h i s nature which would make him successful i n h i s f i g h t f o r 
s u r v i v a l . He i s as l i t t l e equipped f o r l i f e i n the s o c i e t y o f 
Egipetskaya marka as i s a boot t o t r a v e l over i c e w i t h o u t the e f f e c t -
i v e ' s t e e l ' of the 'Nurmis' skate. 
Parnok's a c t i v i t i e s take place against a background of f e a r 
and apprehension which i s created p a r t l y by the r e p e t i t i o n of c e r t a i n 
words which may be grouped under the heading ' s u s p i c i o n ' : 'pod 
podozrenie' ( I I , p. 1 8 ) , ' p o d o z r i t e l ' n y y chekh-zerkal'shchik' ( I I , p. 1 9 ) , 
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'v t i s h i n e , p o d o z r i t e l ' n o y ' ( I I , p. 26). There i s a h i n t of super-
s t i t i o n r e l a t e d to t h i s atmosphere. T h e o l d lady i n the Jewish 
coach wears the shawl of a gypsy - the t r a d i t i o n a l f o r t u n e - t e l l e r -
and Mandelstam i s gripped by the f e e l i n g of i l l - o m e n ('nekhoroshim 
predchuvstviem', I I , p. 39). The seasonal s e t t i n g of Parade's 
e x p l o i t s provides another r e c u r r i n g theme. Although d i f f e r e n t 
m o n t h s a r e mentioned (February, I I , p. 10; May, I I , p. 22; summer, 
I I , p. 15) the o v e r a l l impression i s of the change between seasons 
- from s p r i n g t o summer. There are references t o the m e l t i n g snow 
and i c e of the unpleasantly damp Petersburg s p r i n g i n a s s o c i a t i o n 
w i t h Parnok ( I I , p. 10) and w i t h Mandelstam's c r e a t i v e c o n d i t i o n 
( I I , p. 34). The emphasis on e a r l y s p r i n g i s complemented by a 
d e t a i l i n the l a s t chapter; the 'zhavoronki' of prose composition 
r e f e r t o r o l l s t r a d i t i o n a l l y baked i n s p r i n g a t the time of the 
l a r k s ' r e t u r n from warmer climes. The white n i g h t s of Petersburg 
( I I , pp. 10, 29-30) are a f e a t u r e of e a r l y summer and. accord w i t h 
the seasonal s e t t i n g depicted above i n t h e i r e f f e c t on the surround-
ings which come t o share the c o l o u r i n g and f l u i d i t y of m e l t i n g snow 
and i c e : ' E p e M e H a M H 6ejiH3Ha E X HanoMHHajia BbicnipaHHuft c MKJIOM H 
m e n o i c o M nnaTOK o p e n S y p r c K o r o rryxa' ( I I , pp. 29-30). ( I t i s i n t e r -
e s t i n g t o note an unstated element of top o g r a p h i c a l c o n t i n u i t y i n 
connection w i t h the snow/ice/skating imagery, namely t h a t the 
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Kamennoostrovskiy prospekt was the s i t e of a s k a t i n g r i n k .) 
The second sub j e c t of Egipetskaya marka provides a group of 
l e i t m o t i f s r e l a t e d t o Mandelstam's c r e a t i v e c o n d i t i o n : these are 
' i n e r t i a ' , the r a i l w a y and u n c l e a n l i n e s s . The f i r s t i s expressed 
i n the image of a green pine branch f r o z e n i n t o a bl o c k of i c e 
( I I , p. 10), which i s echoed l a t e r i n t h a t of the pressed f e r n and 
f l o w e r t o be found i n 'dachnye k n i g i 1 : ' H H o r a a Bbinan.ajia rorayecKaH 
e r i o H K a n a n o p o T H H K a , n p i r a n i o c H y T a H H c n e z c a B m a j i c n , KHorn.a - n p e E p a m , e H H b r t i 
B Mymio 6e3£iMJiHHbrii ceBepHbm i j B e T o i c ' ( I I , p. 35). Coniferous t r e e s 
are common i n both references, as i s the c o n t r a s t between l i f e and 
i n e r t i a , expressed i n terms of a l i v i n g form preserved i n a death-
l i k e s t a t e . The r a i l w a y imagery which provides the second l e i t m o t i f 
i n the d i s c u s s i o n of a r t i s t i c c r e a t i o n appears a t important moments. 
The epigraph includes a reference t o manuscripts which bear a s t r i k -
i n g resemblance to the t r a i n a t the end of the work: 
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Rime H 3 HHX TK3ceribi H npoMacjieHM ... ( I I , p. 5) 
compare 
... ropH^KM M a c j i o M MHCHCTbie p b r a a r n n a p a B o s o s ... ( I I , p. 41) 
This l e i t m o t i f also appears a t less s t r u c t u r a l l y important moments -
i n the f i r s t chapter the shunting of a t r a i n i s suggested i n the 
verb 'manevriruya' ( I I , p. 5) which i s a p p l i e d ( i n an impressive 
c o n t r a s t ) t o the g r a c e f u l p i e r - g l a s s . The r a i l w a y l e i t m o t i f shows 
t h a t the h o s t i l e t r a n s f o r m a t i o n s of the o b j e c t w o r l d , which provides 
the w r i t e r w i t h so much m a t e r i a l , are r e f l e c t e d i n h i s work. The 
p r a c t i t i o n e r s of l i t e r a t u r e and t h e i r compositions i n s p i r e the 
t h i r d theme, t h a t of 'uncleanliness* - a c l e a r expression of 
Mandelstam's a t t i t u d e towards them. Those unshaven scoundrels who 
f r e q u e n t the t e l e g r a p h o f f i c e are r e l a t e d to l i t e r a r y men since they 
are c l a d i n f u r coats and they make t h e i r surroundings d i r t y by t h e i r 
v e r y presence; He n o s H H y e T C J i MHe nepo: OHO p a c m e r c * ; n o c b . . . icaic 6H 
npHBH3aHHoe K K O H T o p i c e Tenerpa4>a - n y a n n v H o e , ncnaKomeHHoe epHHicaMH 
B my6ax ...' ( I I , p. 25). The produce of these men i s the l i t e r a r y 
concept of scandal, which i s also unclean: 'CKamiaji j eoraeT n o 
3 a c a j i e n H O M y npocpo^ieHKOMy n a c n o p T y , • B b m a n H o n y roiTepaTypoii' ( I I , p. 27). 
Uncleanliness i s a f e a t u r e of the r e p u l s i v e Fontanka ( I I , p. 20) and 
of the Sennaya and Muchnyy pereulok ( I I , p. 17). These are a l l s i t e s 
of the crowds' a c t i v i t i e s , which bear a s t r o n g resemblance to the 
a c t i o n taken by l i t t e r a t e u r s a gainst uncooperative w r i t e r s (see above, 
Chapter Four, s e c t i o n ( i v ) ( c ) ) . 
( i v ) C o n t i n u i t y e f f e c t e d by 'formulae' 
The f u n c t i o n of repeated phrases i s less conventional i n 
Egipetskaya marka than i n the other c r e a t i v e prose. I n 'Chetvyortaya 
proza' f o r example p a r a l l e l and repeated phrases are used t o 
emphasise a p o i n t such as Mandelstam's wish t o d i s s o c i a t e h i m s e l f 
from 'writerdom' ('K nam k h o d i t ... Ya p r i s h y o l k v a m ...', I I , 
p. 180). C e r t a i n repeated phrases i n Egipetskaya marka have the 
e f f e c t of formulae and t h e i r c o n t r i b u t i o n t o c o n t i n u i t y l i e s i n the 
f a c t t h a t they help t o create a f a t e f u l atmosphere. For instance 
the phrase 'Eojibme Bcero H a cBeTe OH 6OHJICH ,..' ( I I , p. 19) i s 
r e f l e c t e d l a t e r i n the o i l - l a m p passage: ' B o j i b i n e s c e r o y Hac B flOMe 
S o H j i H C b ' ( I I , p. 25) and the words 'Bee 6bino n p i i r o T O B n e n o K 
6ojibmoMy K O T H J i b O H y' ( I I , p. 15) are repeated i n the l a t e r '... Bee p,o 
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y a c a c a n p v i r o r o p j i e H O K H a n a n y i i c r o p H w e c K o r o saceflaHMfl' ( I I , p. 23). 
The f i r s t p a i r of phrases defines the atmospheres of Parnok's w o r l d 
and of Mandelstam's childhood and i n each case the s e t t i n g which 
i n s p i r e s f e a r i s described i n mundane and c o l l o q u i a l terms. There i s 
a balance between the two phrases which p o i n t s t o t h e i r r e l a t i o n s h i p 
- the f i r s t d e p i c t s f e a r i n the world a t l a r g e ('na svete') and the 
second f e a r i n the domestic scene ( ' v dome'). I n the second set 
of formulae a 'conference' i s i n v o l v e d i n both phrases ('zasedalo', 
'zasedanie') and both f e a t u r e a compromise of the o f f i c i a l by 
mundane or c o l l o q u i a l elements: 'limonadnoe p r a v i t e l ' s t v o ' ( I I , p. 
15), 'vsyo do uzhasa 1 ( I I , p. 23). The balance between these two 
formulae i s s t r u c k by t h e i r s i m i l a r s y n t a c t i c a l s t r u c t u r e : '... 
k bol'shomu k o t i l ' o n u ...', '... k nachalu i s t o r i c h e s k o g o ...'. 
The r e p e t i t i v e phrases w i t h the most f a t e f u l f o r c e are those which 
give warning ('... Jiy^me 6M T H He rromejia!' I I , p. 18; 'Jly^me K H e t i y 
H e npHKacarbcfl' I I , p. 38) or express a determined hope which stands 
i n c l e a r c o n t r a d i c t i o n t o the a c t u a l s i t u a t i o n described ('... MH 
eme noTOTaeM, n o r j i H R H M . . . M M eme n o r j i H f l H M - no^HTaeM* - I I , p. 35). 
The most important formula i n Egipetskaya marka i s the con-
s t r u c t i o n '- e t o ' , or sometimes j u s t a dash. This may be c a l l e d a 
'naming process'. Mandelstam redefines the o b j e c t s and characters 
of the w o r l d i n h i s own i m p r e s s i o n i s t i c way, thereby throwing them 
i n t o p a r t i c u l a r l y v i v i d r e l i e f : 
MaHflejibmraM c o B e p m a e T KpecTHHbiii o 6 t e 3 f l S o r a T O H 
enapxHH; my-ro^mo KpecTHT Bemn H a H O B O , c o n e p H H^a-i 
c TeMH, K T O flaBaji HMeHa H onpefl&neHHH H a i c a H y H e , flo 
ero o6i.e3Aa. H a 3 B a T b - 3 H a ^ H T b ono3KaTb,193 
The a p p l i c a t i o n of a r e g u l a r formula t o an unusual d e f i n i t i o n h i g h -
l i g h t s i t s unusualness. The 'eto' formula and the simple dash recur 
throughout the work ( I I , pp. 14, 15, 22, 27, 28, 29, 30, 35, 40) and 
are most freque n t i n the passage on musical n o t a t i o n , where they 
appear nine times - f o r example: 
K a K f l b O I T a K T - 3 T O J I O f l O ^ I K a . . . 
B O T MepenaxH ... cocTHsaioTCH B Sere - 3 T O Teiwejib ... 
P O H J I b - 3 T O VMHblH H fl06pblfi KOMHaTHblft 3 B e p b . 
( I I , pp. 23-24) 
The 'eto* naming formula does not share the same f a t e f u l impact o f 
the formulae noted above. I t r e f l e c t s r a t h e r Mandelstam's determin-
a t i o n t o s t a t e h i s view of t h i n g s i n a more d i r e c t manner than i s 
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employed i n h i s other c r e a t i v e prose. 
(v) L i n g u i s t i c c o n t i n u i t y 
The langxiage of Egipetskaya marka i s d i s t i n c t l y t h a t of the 
cha r a c t e r s , although i t i s not d i r e c t l y a t t r i b u t e d t o them. 
Mandelstam tends i n h i s c r e a t i v e prose t o represent an o b j e c t or 
s i t u a t i o n i n the l i n g u i s t i c terms of those most c l o s e l y associated 
w i t h t h a t o b j e c t or s i t u a t i o n . For example, i n Puteshestvie v 
Armeniyu the elevated comparison of the Tr o j a n horse, i s given i n 
the s t r i c t l y c o l l o q u i a l terms of a carpenter: '... CTpyr coBepmeHHo 
T O T O B O H 6apxH . .. Pa3MepoM OH 6bin c n p d p o r o T p o j i H C i c o r o K O H H . . . ' 
( I I , p. 142). 
The Petersburg l o c a t i o n gives the f i r s t element of l i n g u i s t i c 
c o n t i n u i t y . Petersburg usage i s present i n the s p e l l i n g of 
'prachechnaya' ('pracheshnaya', I I , p. 15; see also 1 s k v o r e s h n i k i ' , 
I I , p. 24). The p r e p o s i t i o n 'v' i s used w i t h the word ' k o n t s e r t ' 
( I I , . p. 13) which i s not normal p r a c t i c e , but p a r t of the r a t h e r 
s u p e r i o r h a b i t of the i n h a b i t a n t s of s t r e s s i n g t h a t they were from 
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Petersburg ( t h i s p r a c t i c e i s r e f l e c t e d i n Akhmatova's work ) . The 
appearance of G a l l i c i s m s ('karre', I I , p. 17; 'bushe', I I , p. 37) i s 
a f u r t h e r i n d i c a t i o n of the ' r e f i n e d 1 l i n g u i s t i c p r a c t i c e s of 
Petersburg. 
At the opposite extreme the opening sentence of the work i s 
w r i t t e n i n the c o l l o q u i a l terms which might have been used by the 
s e r v a n t - g i r l they describe: '... nocnneTHHMaTB H n o M O J i H T B C H MaTKe 
EoKbeii' ( I I , p. 5 ) . On y e t a d i f f e r e n t l e v e l , the consciousness of 
a s i n g e r i s t o the f o r e i n the h i g h l y a l l i t e r a t i v e , rhythmic 
d e s c r i p t i o n of Bosio's death a t the end of Chapter V I I . Here the 
singer's consciousness blends w i t h the r e p r e s e n t a t i o n of f i r e -
'con b r i o ' i s , a f t e r a l l , the'musical requirement f o r s p i r i t or 
f i r e : 'B o H H C T B e i i H b i e 4 'HopHTypbi ... HecjibixaHnoe 6pno ...' ( I I , p. 35). 
The strongest i n f l u e n c e i n t h i s permeation of the t e x t by 
language which the characters might have used comes from the w o r l d 
of the l i t t l e man of Gogol's Petersburg. The m e n t a l i t y of t h i s 
character i s a f e a t u r e of much of Mandelstam's c r e a t i v e prose. For 
example, i n 'Chetvyortaya proza' the despised Mandelstam makes a 
s a r c a s t i c address to one of the formative i n f l u e n c e s i n h i s l i f e i n 
terms which the l i t t l e man might have used t o a s o c i a l s u p e r i o r : 
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AneiccaHflp HBSHOHHM Tepuen! ... Pa3peraHTe npenr.TaBHTbCH 
... KaweTCH, B BameM p,oue ... Bu, KaK X O S H H H , B HeKOTcpoM 
po,n.e OTBe^aeTC . . . H3BOJIHJIH B b i e x a T b 3a rparafay? .. . 
3p,eci> noi<;a w o cjiyMUJiacb nenpHHTHOCTB ... AneKcaH^p 
HsaHOBHi! 6apHHl Kax ace 6biTb?! CoBepmenHO He K KOMy 
OSpaTWTBCH! 
( I I , p. 187) 
The u n f i n i s h e d sentences, the u n c e r t a i n q u a l i f i c a t i o n s ('kazhetsya', 
*v etom r o d e ' ) , the tone of despair a l l b r i n g t o mind the m o d e of 
address used by Parnok and h i s predecessor, Akakiy Akakevich. The 
Gogolian technique of p l a y i n g on i r r e l e v a n t words i s common t o a l l 
Mandelstam's c r e a t i v e prose works ('... a Hewro rpo3iioe H flajxe 
onacKoe ...' - Shum vremeni, I I , p. 71; ',.. H e c x o j i b K o Ka3apMeHHoro 
H #a;Ke BacTHOHHoro xapaKTepa ... ' - 'Feodosiya', I I , p. 122). 
Shades of Gogol's wor l d are present f i r s t and foremost i n 
Egipetskaya marka i n the t a l e of the s t o l e n coat, where Gogol's 
f a v o u r i t e expression 'odnim slovom' i s i n evidence ( I I , p. 6)„ I n 
Shine1' t h i s phrase appears, f o r example, when Gogol d e p i c t s the 
evening entertainments of Petersburg: a c t i v i t i e s are b u i l t up i n 
h y p e r b o l i c language only to be reduced t o '... CJIOBOM, na:Ke Torna, 
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Korfla Bee C T p e M H T c n pasBJie^bcn ...' . A s i m i l a r technique i s used 
i n Egipetskaya marka although obviously on a much smaller scale: 
* . . . B H 3 H T K a Ha B e H C K O H Ayre K y B b i p K a e T C H , O M O J i a j K H B a e T C H , OflHHM 
CJIOBOM, HrpaeT? ( I I , p. 6 ) . S i m i l a r l y , i n the d e s c r i p t i o n of 
Krzy^anowski's c a r r i a g e ( I I , p. 29) an expanded d e f i n i t i o n (seven 
a d j e c t i v e s and a d j e c t i v a l phrases) i s f o l l o w e d by the c o l l o q u i a l 
resume: '... HH n;aTb H H B S J I T B rpeiecicaH KanecHHua'. The m e n t a l i t y 
o f Gogol's Kovalyov i s revealed i n the work i n the n a r r a t o r ' s 
language, as he wonders at the impudence of death's appearance i n 
the presence of the d i p l o m a t i c corps: 'CnepTb H n m c H y T b He cMeeT B 
n p H c y T C T B H H flHnjioMaTH^ecKoro Kopnyca' ( I I , p. 8 ) . This i s r e m i n i s -
cent of the s i m i l a r l y r i d i c u l o u s h e s i t a t i o n on approaching a s o c i a l 
s u p e r i o r , even when t h a t personage should happen t o be o n e's own 
nose: 'Kaic n o n o i i T H K H e M y ? - AyMaji KoBaneB, - Eto sceMy, no MyHflnpe, 
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no mnfine BH,HHO, I T O OH cTaTCKHH C O B C T H H K' . The most prominent 
' l i t t l e man' f e a t u r e s i n Egipetskaya marka are the c o l l o q u i a l i s m s 
and the l i n k i n g words and phrases, whose r o l e i s t o confuse and 
c o n t r a d i c t . They are close r e l a t i v e s of the 'bredovye c h a s t i c h k i ' 
described i n the f i n a l chapter of Egipetskaya marka ( I I , p. 41). 
- 238 -
They are also the p a r t s of speech which Mandelstaia considered to be 
c h a r a c t e r i s t i c of the age, as can be seen from Puteshestvie v 
Armeniyu, where he discusses the h o r r o r of l i v i n g i n such a l i n g -
u i s t i c a l l y b a r r e n time: 'CTpamHo xa-iTb B MHpe, cocTonmeM 113 on>uix 
BOCKjiHu,aHHH H M e u c n p M e T H H! * ( I I , p. 158). Mandelstam craves i n the 
place of t h i s a s t r o n g language based on the f i r m f o u n d a t i o n of 
proper names and d e s c r i p t i o n of a c t i o n ; ' K B 6 T H - BejiKxirfi uapofi K 
HaCKBOSB rpaMOTHbril. /BojIHyWlUHH/ H X H3bIK COCTOHT H 3 OftHHX JIHllIb 
co6cTseHHHx HMeH H Hape^mii* ('Zapisnye k n i z h k i ' , I I I , p. 154). 
I n Egipetskaya marka the p a r t i c l e ' t o ' i s prominent, i n combination 
w i t h 'chto', *gde' and 'pochemu' ( I I , pp. 12, 17, 19, 22, 33, 37, 
38). The e f f e c t of t h i s p a r t i c l e i s t o create an atmosphere which 
has no firmness about i t . Sometimes the r e s u l t a n t vagueness i s of 
a h o s t i l e nature ('Tfle-To npaKTHKOBana KenmHHa-Bpa^ CTpanynep' I I , 
p. 32) and sometimes i t s use i s simply g l a r i n g l y i r r e l e v a n t - i n the 
best Gogolian t r a d i t i o n : 
' OHH BOHHWT KHnieyHbMii ny3bipHKH', - noAyMaji IlapHOK, H 
noieMy - T O B c n o M i m n o c B cTpanmoe CJIOBO 'TpeSyxa' 
( I I , p. 17) 
E C T B jnoflH no^eMy-TO neyroflHbie Tonne ... ( I I , p. 19) 
The reasons f o r both circumstances are obvious. I n the f i r s t the 
thought of s t i n k i n g e n t r a i l s would lead n a t u r a l l y t o thoughts of the 
word f o r o f f a l , and i n the second the t i m i d Parnok i s a c l e a r 
candidate f o r v i c t i m of the v i c i o u s crowd. I n both cases the use of 
'pochemu-to' i s i r r e l e v a n t . On the other hand, Mandelstam also 
d e p i c t s circumstances as being obvious when they are f a r from c l e a r : 
'Ilo BceMy 6bino B H A H O , WTO B ronoBe y MepBiica coBceM He nopTHHxcHoe 
fleno, a He^TO 6ojiee BagcHoe' ( I I , p. 8 ) . Up t o t h i s p o i n t only 
Mervis' a p p r o p r i a t i o n of Parnok's coat has been mentioned, and n o t h i n g 
about e i t h e r character has y e t been made c l e a r . 
Another f e a t u r e of the Gogolian consciousness i s the c o n t r a -
d i c t o r y use of p a r a n t h e t i c a l phrases: 'MM C M H T S S M Ha roflu; Ha caMOM 
»e nejie B JIIO6OH KBaprape Ha KaMeimoocTpoBCKOM BpeMH pacicajibiBaeTCfi Ha 
AHHacTHH H CToneTHJi' ( I I , p. 6 ) , The phrase 'na samom zhe dele' i s 
normally used t o emphasise the r e a l i t y of one s i t u a t i o n i n c o n t r a s t 
to the u n r e a l i t y of another. But here Mandelstam negates the a c t u a l 
s i t u a t i o n - the d i v i s i o n of time i n t o years - by a t t r i b u t i n g r e a l i t y 
t o the un r e a l processes of the Kamennoostrovskiy prospekt. He 
continues t h i s p r a c t i c e of using p a r e n t h e t i c a l phrases i n p a r a d o x i c a l 
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ways i n Puteshestvie v Armeniyu. At the close o f the 'Sevan' 
s e c t i o n he discusses the reasons behind Armenia's a b i l i t y to renew 
h i s confidence: 
He OTToro J I H , TOO H naxoflHjicH B cpefle napofla, 
n p o c j i a B J i e H H o r o c s o e n KHnyueft n e f l ' r e n b H O C T b i o H , 
oflHaKO, 3KHBym.ero He no BOK3anbiftiM H He no 
y H p e j K f l e H q e c K H M , a no cojine^iHbiM nacau ... ( I I , p. 143) 
The f i n a l remark here i s apparently an afterthought('odnako') but 
i n a c t u a l f a c t i t epitomises a l l t h a t has gone b e f o r e : the Armenians 
way of l i f e i s not regimented or mechanical i n any way and i t i s 
t h e i r r e s u l t a n t spontaneity which i n s p i r e s Mandelstam w i t h courage 
i n the face of h i s l i f e and times. 
The most sustained l i n g u i s t i c i m i t a t i o n of Gogol's l i t t l e man, 
i n Egipetskaya marka appears i n the l a s t chapter, where the n a r r a t o r 
f i r s t s t a t e s and then i n t e r p r e t s Parnok's thoughts ( I I , p. 37). 
This passage f a l l s i n t o three paragraphs: l i n e s 3-15, l i n e s 16-22 
and l i n e s 23-33. Although there are c o n t r a s t s i n s t y l e between 
these paragraphs, they are u n i t e d by the common l i t e r a r y i n f l u e n c e 
of the l i t t l e man. Parnok's thoughts are expressed i n the language 
of Akakiy Akakevich, w i t h an abundance of q u a l i f i c a t i o n s and 
c o n j u n c t i o n s : "... noacajryft x.eKH7cn. flaace ... Torfla H H K T O yzce ... O H 
Torfla ... Ben> o6eman ... A TaM BHD,HO 6y,n,eT' ( I I , p. 37). I t i s i n 
such terms t h a t Parnok muses on h i s cherished dreams of Greece and 
on the p o s s i b i l i t y of t a c k l i n g Krzyzanowski. The elements of 
d e c i s i o n here ( ' K h v a t i t s n i k h l ... Dovol'no ...') a r e s w i f t l y 
replaced i n the second paragraph by Parnok's r e a l i s a t i o n s of h i s 
d e f i c i e n c i e s i n terms of f a m i l y connections. He has only Aunt 
Johanna, who i s deformed and cannot even speak Russian. Parnok's 
nervous haste i n both h i s f e a r s and a s p i r a t i o n s i s expressed i n thes 
two paragraphs by s h o r t sentences and phrases and the use of 
c o l l o q u i a l i s m s and p a r t i c l e s ('... H B T H Bee Ty-r! Bcex-To . . . ' ) . 
I n the t h i r d paragraph the l i t e r a r y n a r r a t o r i n t e r v e n e s . I n i t i a l l y 
he agrees t h a t Parnok's f a m i l y t r e e can f u r n i s h no great advantage; 
but then he i n d i g n a n t l y i n t e r r u p t s h i m s e l f : 'Bnpo^eM, Kaic S T O HeT 
poAOCjioBHOH, no3BOjibTe - KaK 3TO HeT! EcTb'. However u n a t t r a c t i v e 
Parnok's a c t u a l f a m i l y t r e e might be, w i t h i t s dwarfs and tongue-
t i e d c h a r a c t e r s , he nevertheless possesses a very r i c h h e r i t a g e i n 
terms of h i s l i t e r a r y genealogy. Whereas s h o r t sentences were used 
to r e f l e c t Parnok's discouraging thoughts on h i s a c t u a l h e r i t a g e , 
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the l i t e r a r y genealogy i s expressed i n r h e t o r i c a l l y expanded 
phrases. Two p a r a l l e l sentences beginning w i t h 'A' name s p e c i f i c 
ancestors (Dostoevsky's Golyadkin and Pushkin's mad Evgeny) and 
these are f o l l o w e d by a long sentence composed of three p a r a l l e l 
c o n s t r u c t i o n s , which make general comments on the nature of these 
ancestors: 'Vse e t i ... vse e t i ... vse t e ...'. The f i r s t phrase 
contains verbs which l i s t the h u m i l i a t i o n i n f l i c t e d * The 
second, formed from two nouns and two q u a l i f i c a t i o n s of dress, shows 
a phonetic progression ('bormotuni', 'obormoty') which c a r r i e s over 
i n t o the t h i r d phrase ('bormochut'), d e a l i n g w i t h the residence of 
Parnok's ancestors. I f the sho r t sentences d e a l i n g w i t h Aunt 
Johanna are an example o f her i n a b i l i t y t o speak Russian, then these 
n e a t l y balanced sentences are s u r e l y a mocking r e p r e s e n t a t i o n of the 
pretensions of the l i t t l e man, whose a c t u a l speech and a c t i o n s are 
s o unimpressive. 
( v i ) A s s o c i a t i v e and phonetic, p r e p a r a t i o n 
A major f e a t u r e o f c o n t i n u i t y i n Egipetskaya ruarka i s the way 
i n which p r e p a r a t i o n i s made f o r the i n t r o d u c t i o n of a theme or 
image. Sometimes a t e c h n i c a l device such as a s i m i l e w i l l prepare 
the ground f o r an image which e x i s t s independently: 
B o f l e B H J i b H b i e M e n e m p a 3 6 p o c a H H O f i n e i i o n . . . 
E p o H e H o c u b i ryjiarm no CBHTLIM cnHBKaM ... 
( I I , P. 15) 
H e p i a n n H ^ o p T e n n a H H O H r a M M b i , K a K $ O H a p m j i i < H . . . 
K o r f l a C O T H H ftoHapmHKOB . . „ 
( I I , pp. 23-24) 
Sometimes i t i s a verb which introduces an image or complex of 
imagery - i n the f i r s t chapter the verbs ' r a s k l y u y u t ' and ' s l e t a l i s ' ' 
( I I , p. 8) prepare f o r the important complex of b i r d imagery. 
The most common types of p r e p a r a t i o n are made through the 
a s s o c i a t i o n of imagery or through phonetic s i m i l a r i t i e s ('podgotovka 
r e c h i ' , Razgovor o Dante, I I , p. 405). A s s o c i a t i v e p r e p a r a t i o n 
provides many examples of image b e g e t t i n g image (Razgovor o Dante, 
I I , p. 382) throughout Mandelstam's c r e a t i v e prose. I n 'Feodosiya' 
the impulse ('poryv' - Razgovor o Dante, I I , p. 413) behind the 
d e s c r i p t i o n of Mazesa da Vinct's washing i s maritime - the 
n a u t i c a l 'rey' introduces a whole complex of maritime imagery ( I I , 
p. 123). I n Puteshestvie v Armeniyu a p a s t o r a l s e t t i n g f u r n i s h e s 
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the impulse f o r the f o l l o w i n g c l u s t e r of d a i r y images; 'Hacrynano 
McwiOHHoe y c n o K o e H n e . C B e p T M B a j i a c b c b i B o p o r a a THUIHHM. T B o p o x c H b i e 
KonoKOJibubi H KJIWKBeHHtie 6y6eHnt>i' ( I I , p. 174). Phonetic p r e p a r a t i o n 
was t o become more frequent i n the c r e a t i v e prose a f t e r Egipctskaya 
marka and i t i s e s p e c i a l l y prominent i n Puteshestvie v Armeniyu 
where i t i s revealed i n the phonetic p l a y on the r o o t of the word: 
. . . K a K B K H c e e n o K H c a n t H O M y . „ . 
. . . l e p e n K H H y e j i o B e n e c K H e K O C T H , HO K p o M e r o r o 
6bui HaiifleH qepeHOK ... 
( I I , p. 139) 
. . . H a n H J i H B a j i ee H a Konoflicy - H a CHHHH M O P C K C H 
OKOJIOflOK . . . 
( I I , p. 159) 
Phonetic p r e p a r a t i o n i s also important i n the p o e t r y . An e a r l y 
example i s t o be found i n the f i r s t two l i n e s of 'ilHe X O J I O A H O . 
IIpo3paMHaH B e c H a ' ( I , no. 88) which i n t r o d u c e the g e n e r a l l y 
unpleasant nature o f ' P e t r o p o l i s ' . They are b u i l t around the 
a l l i t e r a t i o n of the i n i t i a l l e t t e r 'p' and t h i s provides a c o n t r a s t 
w i t h the second h a l f of the poem, where the l e t t e r 'k' i s prominent 
i n the d e p i c t i o n of the h o s t i l e creatures belonging t o the c i t y . 
J u s t as i n the prose Mandelstam's use of phonetic a s s o c i a t i o n 
becomes more pronounced i n h i s l a t e r work, being most pronounced i n 
the Voronezh p o e t r y . The most obvious example of t h i s i s ' H y c r H 
M e H H , o T A a i i M e H H , B o p o H e x ' ( I , no. 301) - here Mandelstam seems t o 
be d e l i g h t i n g i n the phonetic p o s s i b i l i t i e s of the language (see a l s 
I , no. 356, stanza 3 ) . 
I n Egipetskaya marka a s s o c i a t i v e and phonetic p r e p a r a t i o n are 
most frequent on a l o c a l i s e d s c a l e : ' B O T EaSenb: J I H C H H n o f l G o p o R O K 
H J i a n K H O ^ K O B ' ( I I , p. 21). Here the 'foxy c h i n ' produces the 
unusually e f f e c t i v e image of the 'spectacle paws' and Babel, i n 
s p i t e of h i s most human apparel, becomes a member of the animal k i n g 
dom. I n the f o l l o w i n g passage both a s s o c i a t i v e and phonetic 
p r e p a r a t i o n are f e a t u r e d : 
Bee 6buio n p n r o T O B J i e H O K S o j i b m o M y K O T H J i b O H y . OflHO 
B p e M H K a 3 a n o c b , MTO r p a x # a H e T B K H ocTaHy-rcH H a B c e r f l a , 
K a K K O T b l C 6 a K T 3 M H . 
Ho yjjee B o j i H O B a n n c b aHcophi - *iHCTnnbinHKH c a n o r . . . 
( I I , p. 15) 
The phonetic a s s o c i a t i o n between the words ' k o t i l ' o n u ' and ' k o t y ' 
must h a v e i n t r i g u e d Mandelstam and the idea of a h i g h l y s t y l i s e d 
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dance leads him t o thoughts of O r i e n t a l c u l t u r e , and i n p a r t i c u l a r 
the sacred c a t . MaudeIstam's tendency t o in t r o d u c e animals i n t o the 
d e p i c t i o n of O r i e n t a l s e t t i n g s (compare I , no. I l l , stanza 3) i s t o 
be seen twice i n t h i s passage: i n the O r i e n t a l cats and the Aysor 
bootblacks who are compared to ravens. Further examples of phonetic 
a s s o c i a t i o n are found i n the di s c u s s i o n of Shapiro ( * f i n o l i n k i ' / 
' f i n i k o v ' , I I , p. 12) and i n the Cossack passage (' t o p o t u ' / ' p o t u ' , 
I I , p. 40), The l a t t e r seems t o have been one which appealed t o 
Mandelstam. I t appears i n Puteshestvie v Armeniyu, where he d i r e c t l y 
d e fines a human a c t i v i t y as equine ('K O H C K K S H O T H T O I I O T o^epeneH1 
I I , p. 142) - i n c o n t r a s t t o the Cossack passage i n which no s p e c i f i c 
mention of horses i s given. 
P r e p a r a t i o n i s sometimes made and not fo l l o w e d up: 
3 e p K a j i a n e p e S p a c M B a j m c b O T p a x c e H H H M n A O M O B , n o x o s o t x 
n a 6y$eTbi, s a M o p o x e H H b i e Kyco^KH y j i n o b i , KHmesinHe 
T a p a K a H B e f i T O J H I O H , Ka3ajincb B H H X eme C T p a n m e H H 
M O X H a T e f i . 
( I I , p. 19) 
The b u f f e t image a p p l i e d to the houses prepares the way f o r the 
c u l i n a r y 'zamorozhennye kusochki' d e p i c t i n g the s t r e e t , b ut t h i s 
food imagery breaks o f f i n favour of s t r i c t l y a l l i t e r a t i v e p r o p u l s i o n 
('kh', 'zh', 'sh', 'shch 1, 's', ' t \ ' k ' ) . On other occasions 
p r e p a r a t i o n i s made but not developed u n t i l a much l a t e r stage. 
For example the 'bochka' used by the firemen i n the passage d e p i c t -
i n g Bosio's f i n a l agonies ( I I , p. 35) had been a n t i c i p a t e d i n a f a r 
less h o s t i l e image i n the Barbizon s e c t i o n , where i t s r o l e was t o 
combat c l i m a t i c , r a t h e r than c o n f l a g r a t i o n a r y heat: 
B o g o t a o n p b i c i c H B a j i a y m m y m n a r a T O M T O H K H X H JIOMKHX 
C T p y H 
( I I , p. 22) 
BHTiorH c So^ K a M H , jiHHeHKaMH H jiecTHHuaMH ... 
( I I , pp. 35-36) 
I t i s i n t e r e s t i n g t o note t h a t i n n e i t h e r case i s water - the v i t a l 
agent i n f i r e - f i g h t i n g - s p e c i f i c a l l y mentioned. This c o n t r a s t s 
w i t h what might normally be expected and a f f i r m s t h a t the heat 
cannot be conquered. 
The most s t r i k i n g and sustained example of both a s s o c i a t i v e 
and phonetic p r e p a r a t i o n i s connected w i t h the laundry passage. 
Chapter I I closes w i t h two paragraphs which prepare f o r the laundry 
passage by e s t a b l i s h i n g s e v e r a l of the c h a r a c t e r i s t i c s of Parnok's 
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adventure i n the laundry. The Kaniennoostrovskiy prospekt i s the 
o b j e c t of d e s c r i p t i o n here. I t s l a u n d r i e s share the i n s u b s t a n t i a l , 
steamy nature of the laundry which Parnok i s about t o encounter and 
the idea of the laundry begets t h a t o f the s t r e e t as a dandy which, 
l i k e Parnok, must take i t s s h i r t s to be cleaned: '3TO MOJIOAOH K 
6e3pa6oTHMH xjn.im, Hecymjwi n o f l i&miKOH C B O H flOMa, K a K 6effKbi i1 m e r o j i b 
C B O H B 0 3 A y n i H b i H n a K e T OT n p a u K H 1 . (There i s a m i s p r i n t i n the 
American e d i t i o n here - I I , p. 14 - which gives 'bezzabotnyy'. Hie 
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P r i b o y e d i t i o n gives 'bezrabotnyy' ) . The a d j e c t i v e 'vozdushnyy' 
suggests the steam of the laundry and also h i n t s a t the emptiness of 
the packet which w i l l be Parnok's l o t . Both here and i n the 
passage as a whole ( I I , p. 14, l i n e s 8-22) phonetic p r e p a r a t i o n i s 
prominent i n the ' v o l a t i l e ' consonants ('sh' s 'shch', ' s 1 , ' k h ' ) , 
which are so important i n the laundry scene i t s e l f . 
4. Conclusions on the s t r u c t u r e of Egipetskaya marka 
The u n i f y i n g f e a t u r e of Mandelstam's prose, whether c r e a t i v e , 
c r i t i c a l or e p i s t o l a r y , i s h i s love f o r the rhythmic and a l l i t e r a t i v e 
q u a l i t i e s of the Russian language, and the employment of h i g h l y 
i n v e n t i v e language which i n v o l v e s the use of s i m i l e and metaphor. 
I n terms of s t r u c t u r e the prose (and i n p a r t i c u l a r Egipetskaya marka) 
and the p o e t r y are obviously not so c l o s e l y r e l a t e d . The genre and 
i n s p i r a t i o n here mean t h a t resemblances are few. Because of i t s 
g r e a t e r wholeness poetry has a la c o n i c i s m a n d immediacy which the 
c r e a t i v e prose does not have, f o r the prose i s i n essence a h i g h l y 
i n v e n t i v e r e p r e s e n t a t i o n of r e a l i t y . The poe t r y b e f o r e the p e r i o d 
of s i l e n c e bears some r e l a t i o n s h i p t o Egipetskaya marka i n terms of 
complexity. For example the poem 'A 6yny M e T a T t c H no T a 6 o p y yjiHUbi 
TeMHOH' ( I , no. 144) i s more c l o s e l y r e l a t e d to the prose ( w i t h i t s 
i n t r i c a t e p a t t e r n of imagery, see above Chapter One, s e c t i o n ( i i ) ) 
than i t i s to the l u c i d and l a c o n i c verse of the e a r l y t h i r t i e s -
e i t h e r t o the b r i e f l y s t a t e d desires f o r d o m e s t i c i t y ( I , nos. 202, 
224), the s t r a i g h t f o r w a r d statements of the p o s i t i o n he wished t o 
adopt ( I , nos. 227, 235) or the b r i l l i a n t c h a r a c t e r i s a t i o n s ( I , 
no. 258). 
Although the c o n s i d e r a t i o n of Egipetskaya marka's s t r u c t u r e 
and s t y l e can h i g h l i g h t techniques employed i n the other prose works 
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and the p o e t r y , i t i s important to r e a l i s e t h a t the e f f e c t of these 
techniques i s d i f f e r e n t i n each work, since no two compositions 
share the same i n s p i r a t i o n . This i s p a r t i c u l a r l y t r u e of the 
d i f f e r e n t devices i n v o l v e d i n the p r i n c i p l e o f 'obrashchaemost''. 
This i s a c e n t r a l f e a t u r e of the c r e a t i v e prose, but i t could not 
p o s s i b l y be expressed i n i d e n t i c a l ways - f o r example l e i t m o t i f s 
of Egypt and death would be q u i t e out of place i n Putoshestvie v 
Armeniyu. Of a l l the c r e a t i v e prose 'Feodosiya' bears perhaps the 
most resemblance t o the general tenor of Egipetskaya marka w i t h i t s 
c o l l o q u i a l i s m s and f o l k - t a l e elements and i t s complexes of 
f a s c i n a t i n g and i r r e l e v a n t d e t a i l which create confusion ( i n the 
d e f i n i t i o n of p l a c e , f o r example: ' E s l i p r o y t i ... za ... minuya ... 
gde ... pozadi ... gde I I , p. 1 1 6 ) . The impulses behind t h i s 
composition do indeed approach those which i n s p i r e d Egipetskaya 
marka, f o r 'Feodosiya' could be defined as a c o n s i d e r a t i o n of a time 
when v i c i o u s p r a c t i c e s were c r e a t i n g f e a r and d e s t r o y i n g r e l a t i o n -
ships and the a p p r e c i a t i o n of human l i f e . The impulse behind 
'Chetvyortaya proza' was one of determination t o s t a t e Mandelstam's 
d i s s o c i a t i o n from hack w r i t e r s . Therefore the devices which t h i s 
work has i n common w i t h Egipetskaya marka are used t o s t r e s s h i s 
b i t t e r sarcasm. This i s so i n the case o f the longer, more f o r m a l l y 
c o nstructed sentences, where r e p e t i t i v e devices such as a l l i t e r a t i o n 
are i n s i s t e n t and i n c i s i v e : 
I l H c a T e n H M , K O T O p b i e m * m y T 3 a p a H e e p a a p e r a e H H b i e s e m j i , 
H xo»iy njiesaTb B romp, xoqy 5HTB H X n a n K O H no r o j i o s e 
H B c e x n o c a A H T B s a C T O J I B floMe T e p u e H a , n o c T a B H B 
nepefl KaacflHM C T a x a H nojnmeiicKoro l a w H flas K a s f l O M y 
B p y K H a H a n H 3 M O I H T o p H i J i e j i b f l a . 
( I I , p. 182) 
Mandelstam b u i l d s up t o a climax here - but the c o n t r a s t should be 
noted between the formal s t r u c t u r e of the b u i l d - u p (organised round 
a s e r i e s o f verbs) and the imagery which f e a t u r e s i n the f i n a l 
phrases. The i n t e n t i o n here i s c l e a r l y s a r c a s t i c (as, presumably, 
i s the 'obrashchaemost'' between the 'politseycheskogo chayu' and 
the ' a n a l i z mochi'). Shum vremeni and Puteshestvie v Armeniyu are 
not r e l a t e d to Egipetskaya marka i n any o v e r a l l e f f e c t but only i n 
i n d i v i d u a l d e t a i l s noted i n the course of t h i s chapter. Shum 
vremeni i s much more s t r a i g h t f o r w a r d than Egipetskaya marka as a 
r e s u l t o f the f a c t t h a t i t i s m o r e d i r e c t l y p ersonal. Puteshestvie 
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v Armeniyu was i n s p i r e d w i t h Mandelstam's new-found confidence and 
the use of s t y l i s t i c devices r e f l e c t s t h i s . For example the 
c o n c e n t r a t i o n on phonetic a s s o c i a t i o n (see above, p. 241) shows 
Mandelstam t o be r e v e l l i n g i n the joys of the Russian language once 
more. 
Egipetskaya marka i t s e l f provides some of the best examples 
of f r a g m e n t a t i o n , c o n t r a s t and c o n t i n u i t y t o be found anywhere i n 
Mandelstam's work. I t i s p o s s i b l e t h a t i n using these techniques 
(and i n p a r t i c u l a r fragmentation) he hoped to reduce the emphasis 
on the d i s t u r b i n g nature of the s i t u a t i o n which he was examining. 
However, when the work i s examined i n d e t a i l i t i s c l e a r t h a t he 
d i d n ot succeed i n t h i s - any r e d u c t i o n of h o r r o r i s o n l y an i n i t i a l 
e f f e c t . The ' I m p r e s s i o n i s t ' technique of h i g h l i g h t i n g c e r t a i n 
d e t a i l s and d i s r e g a r d i n g others i s taken t o the extreme, so t h a t the 
r e s u l t a n t synthesis - the whole b u i l t up from the v a r i o u s p a r t s -
remains one of confusion and d i s l o c a t i o n . The o v e r a l l e f f e c t i s 
very s i m i l a r t o t h a t described by Gogol i n Nevskiy prospekt: 
' T O ^ I H O KaKOH-TO fleMOH H C K p o n m n s e c b MHP Ha MKoacecTBO p a 3 H b i x 
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KycKOB' . This i s e n t i r e l y i n keeping w i t h the background against 
which the work was w r i t t e n . Egipetskaya marka i s a complex work i n 
terms of s t r u c t u r e because of the d i s p a r a t e s t y l e s and techniques 
which i t uses. I t i s not s u r p r i s i n g t h a t the most d i f f i c u l t and 
confusing p e r i o d of Mandelstam's l i f e i n c r e a t i v e terms should have 
given r i s e to so complex a work. I t has been seen t h a t d i f f e r e n t 
genres i n h i s work do have va r i o u s devices i n common. The important 
p o i n t i s , however, the degree t o which these devices are employed i n 
a work. Egipetskaya marka develops t o the g r e a t e s t e x t e n t those 
devices which lend themselves most r e a d i l y t o the d e p i c t i o n of a 
n i g h t m a r i s h s t a t e of confusion and h o s t i l i t y . Mandelstam was not 
able t o compose p o e t r y when he wrote Egipetskaya marka and the 
v i s i o n of h i s p o e t i c eye was fragmented and d i s l o c a t e d by what was 
going on around him. But he was s t i l l able t o p i c k out important 
d e t a i l s i n order t o communicate h i s own p a r t i c u l a r v i s i o n of the 
w o r l d : 
I l T H i b e O K O , H a j i H T o e K p o B B i o , Toace B H f l H T no C B O e M y 
MHp . 
( I I , P. 34) 
Conclusion 
The Importance of Egipetskaya marlca 
The importance of Egipetskaya marka i s apparent on se v e r a l 
d i f f e r e n t l e v e l s . A close examination has shown i t t o be an 
i n t r i g u i n g work i n terms c i i t s themes, i t s s t r u c L u r e and i n what 
i t can r e v e a l of Mandelstam's personal s i t u a t i o n . I t must now be 
viewed a t a remove i n order t o assess i t s place i n the context of 
both Russian prose w r i t i n g of the twenties and t h i r t i e s and of 
Mandelstam's own work. On a more general l e v e l , i t s value i n 
r e l a t i o n t o the present age must be considered. 
Although Sgipetskaya marka i s i n i t s e n t i r e t y a h i g h l y unusual 
work, c e r t a i n of i t s c h a r a c t e r i s t i c s considered i n d i v i d u a l l y show 
t h a t i t has f e a t u r e s i n common w i t h the work of Mandelstam's contem-
p o r a r i e s - as a b r i e f review of t h e i r prose w i l l demonstrate. 
Mandelstam was by no means alone among t w e n t i e t h - c e n t u r y w r i t e r s 
and poets i n having s t a t e d both personal and general problems i n a 
s p e c i f i c work, nor are many of the p o i n t s which he intr o d u c e s 
unique. A 'degree of a f f i n i t y 1 has already been noted between 
Egipetskaya marka and Akhmatova's Poema bez geroya by Jeanne van der 
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Eng-Leidmeier and Kees Verheul : the two works share the technique 
of r e t r o s p e c t i o n t o approximately the same p e r i o d , both deal t o an 
e x t e n t w i t h personal concerns, w i t h the examination of the past as a 
'key' t o the present (N.Ya. I I , p. 481), and i t i s v e r y tempting to 
see i n the t i t l e of Akhmatova's work a reference t o the opening of 
Egipetskaya marka's f i n a l chapter ( I I , p. 40. I t should be noted 
t h a t the two works are l i n k e d by another f a c t o r - Nadezhda 
Yakovlevna's d i s a p p r o v a l : N.Ya. I I , p. 496). Among compositions 
more s t r i c t l y contemporary w i t h Egipetskaya marka the r e t r o s p e c t i v e 
mode fe a t u r e s i n Pasternak's work: i n Poyest' (1929), f o r example, 
he considers the summer of 1914. This i s e s p e c i a l l y i n t e r e s t i n g , 
since he represents t h i s p e r i o d as the end of an e r a : 
TaK nepeRBHraxnici. JIK»AH TeM nocneAHHM no c*ieTy J I C T O M , 
Korn;a eme XH3Hb no B H A H M O C T H o6pamanacb K OTflejibHMM, 
H jnoSiiTb VLTG 6w T O H H 6bino Ha CBeTe 6buio jier*ie H 
CBoiicTDeHHee, neu HeHaBHAeTb .200 
One of Mandelstam's c h i e f concerns i s c l e a r l y i n evidence here -
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namely the s i g n i f i c a n c e of man the i n d i v i d u a l , which, i n Pasternak's 
eyes, was gr o s s l y undermined w i t h the advent of the F i r s t World War. 
Indeed, Mandelstam's a n x i e t y on behalf of the i n d i v i d u a l was shared 
by s e v e r a l contemporary w r i t e r s : f o r instance Zamyatin discusses i t 
d i r e c t l y i n one of h i s essays: ' . . . MM nepeKHBaeM anoxy noflaBJieHHH 
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J E H U H O C T H B O H M H Macctd' . I n Zoshchenko's work a l e s s d i r e c t l y 
expressed concern f o r the i n d i v i d u a l i s to be discerned. 
(Mandelstam approved most s t r o n g l y of Zoshchenko's work. I n 
'Chetvyortaya proza' he demonstrates t h a t Zoshchenko's w r i t i n g , l i k e 
h i s own, i s q u i t e unmoved by the u t i l i t a r i a n demands of s o c i e t y : 
*BOT y Koro nporyjiw p&marb, B O T y Koro SproccejitcKoe KpyjfteBo K K B ex!' 
I I , p. 192). Zoshchenko's w r i t i n g i n the t w e n t i e s , o f t e n f l a v o u r e d 
w i t h b i t t e r humour, deals b a s i c a l l y w i t h the i n d i v i d u a l ' s s t r u g g l e 
t o s u r v i v e , h i s accompanying d i s i l l u s i o n m e n t and, i n some cases, 
h i s r e g r e s s i o n t o an animal s t a t e . ( I n t h i s c o n t e x t i t i s i n t e r e s t -
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i n g t o note t h a t the main p r o t a g o n i s t of Lyudi (1924) i s one 
Ivan I v a n o v i c h Belokopytov - a name w i t h some relevance to t h a t of 
Pamok) . Zoshchenko's constant concern w i t h the banal i n l i f e i s 
another p o i n t of contact between h i s work and t h a t of Mandelstam, 
although i t i s t r e a t e d r a t h e r d i f f e r e n t l y by each: f o r Mandelstara 
i t i s a device i m p l y i n g h o s t i l i t y and immediacy, whereas f o r 
Zoshchenko i t i s a source of humorous and p e t t y d e t a i l . Y u r i y 
Olesha's Z a v i s t ' (1927) also suggests the oppression of the i n d i v i d -
u a l i n Babichev's p l a n to replace the home by h i s monstrous 
communal d i n i n g room: 'Or B a c X O T H T O T H H T B r n a B H o e Bauie jj,ocTOHHHe: 
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Bam flOMamHHH o*iar' . Dying woman, so prominent a theme i n 
Egipetskaya marka, also has a place i n Z a v i s t ' as the symbol of a 204 . . dying era and, as i n the case of Egipetskaya marka, there i s no 
205 
hero i n the work (such 'bezgeroynost" was a v e r y common f e a t u r e 
i n prose w r i t i n g of the twenties and one which i n c u r r e d the 
di s a p p r o v a l of Party c r i t i c s ) . 
I n a d d i t i o n t o i n d i v i d u a l themes and images Egipetskaya marka 
has t e c h n i c a l f e a t u r e s i n common w i t h other works of the p e r i o d : 
the m i x ing of f i r s t and t h i r d person n a r r a t i o n ( Z a v i s t ' ) , the 
confusion of the main p r o t a g o n i s t and the author ( Z a v i s t ' , Bely's 
Z a p i s k i chudaka), techniques of c o n t r a s t and i n c o n g r u i t y . The 
l a t t e r was manifested i n v a r i o u s ways: i n Shklovsky's device of 
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'ostranenie', f o r example, which Professor Brown i d e n t i f i e s i n 
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Egipetskaya icarka , and i n Zamyatin's emphasis on the unusual-
ness of usual things - as i n h i s d e s c r i p t i o n of human s k i n viewed 
under a microscope: 'H K T O cicaxceT, "peajibHan" - S T O B O T , 
npHBf>n4Ha$i, r j i a f l K a s , B H A H M S H BceM OoMaM, a He Ta - ( f caHTacniMecKan 
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paBiniHa Ha Mapce?1 . Perhaps the cl o s e s t resemblances i n form 
are to be found i n the prose of another w r i t e r who won Mandelstara.1 s 
approbation ('0 p r i r o d e s l o va', I I , p. 245) - Velemir Khlebnikov. 
Professor Brown sees a 'c l e a r i n f l u e n c e 1 of the l a t t e r ' s work i n 
Egipetskaya marka ( I , p„ XIX). Indeed, Khlebnikov's Ka ( w r i t t e n 
r a t h e r e a r l i e r than Egipetskaya marka, i n 1916) has many devices i n 
common w i t h Mandelstam's prose piece: temporal and s p a t i a l 
displacement, rhythmic prose, s h o r t indented sentences which give 
i m p r e s s i o n i s t i c d e s c r i p t i o n s , phonetic a s s o c i a t i o n . On the l a s t 
p o i n t Khlebnikov i s perhaps more i n v e n t i v e than Mandelstam, who 
tends t o develop or p l a y on words i n close p r o x i m i t y , whereas 
Khlebnikov associates p a r t s of words or even i n d i v i d u a l consonants 
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w i t h d e f i n i t e ideas . i n both Ka and Egipetskaya raarka the v a r i o u s 
devices combine to create a most s t r i k i n g and ( f o r the reader) 
demanding s t y l e . I n the former, however, the devices are used to 
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produce a 'humorous and l i g h t h e a r t e d ' piece , i n which Khlebnikov 
seems t o aim to show the many p o s s i b i l i t i e s of the prose medium; i n 
Egipetskaya marka they c o n t r i b u t e t o t h a t complex s t y l e which i s an 
i n t e g r a l p a r t of the work, a c c u r a t e l y r e f l e c t i n g the confusion 
experienced by Mandelstara a t the time, and to an e x t e n t camouflaging 
h i s f e a r s . 
Egipetskaya marka may i n c e r t a i n aspects not be unique, but 
i t i s most d i s t i n c t l y the work of Mandelstam, w i t h an i m p o r t a n t 
place i n the context of h i s work as a whole. The q u e s t i o n w i l l no 
doubt always be r a i s e d as t o the comparative value o f Mandelstam's 
poe t r y and prose, and the answer, I t h i n k , must always be the same. 
Poetry was Mandelstam's constant preoccupation ( a p a r t from the 
p e r i o d o f s i l e n c e ) ; i t was the medium through which matters of the 
most urgency could be communicated - as can be seen from the f a c t 
t h a t i n the years when he was i n the g r e a t e s t personal danger and 
could sense the most t e r r i b l e general danger, i t was p o e t r y , not 
prose, which he composed w i t h such f o r c e and d e t e r m i n a t i o n . And y e t 
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h i s prose does e x i s t and, though o f t e n more i n v o l v e d than h i s 
p o e t r y , remains the work of a h i g h l y g i f t e d and unusual a r t i s t . 
(Had h i s circumstances been d i f f e r e n t , Mandelstam might w e l l have 
gone on t o w r i t e more c r e a t i v e prose which would have been as 
f a s c i n a t i n g as the pieces which have sur v i v e d ; no doubt t h e i r most 
c h a r a c t e r i s t i c element would s t i l l have been Mandelstam's c u l t u r a l , 
h i s t o r i c a l and l i n g u i s t i c preoccupations.) The c r e a t i v e prose 
f u l f i l l e d an important task i n h i s oeuvre - i t has been seen t h a t 
Nadezhda Yakovlevna describes how the prose u s u a l l y 'cleared the 
way' f o r poetry (N.Ya, I I , p. 213). 'Chetvyortaya proza' was 
p a r t i c u l a r l y important i n t h i s r e spect, r e l e a s i n g him from the long 
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p o e t i c s i l e n c e . But Egipetskaya marka i s no l e s s i m p o r t a n t a 
l i n k i n h i s work; s u r e l y t h i s composition i n the v e r y process of 
i t s w r i t i n g - a l b e i t i n i t s extremely i n d i r e c t statement of 
a n x i e t i e s - must have played some p a r t i n the movement towards 
p o e t i c recovery. An a p p r e c i a t i o n of the confused and f r i g h t e n i n g 
atmosphere of Egipetskaya marka throws i n t o v i v i d r e l i e f the 
impudent l i g h t h e a d e d n e s s and 'truancy' ('Chetvyortaya proza', I I , 
p. 191) of remarks made, elsewhere. For example, the 'backward' 
movement of time i s described i n a f a r more down-to-earth manner i n 
'Chetvyortaya proza'; gone now are the f r i g h t e n i n g l y dark and 
c h a o t i c images evident i n t h i s context i n Egipetskaya marka; 
'OTToro - T O MHe H ro,iy>i BnpoK He apyr - flpyrne c KaosffrM flneM Bee 
nxurreHKee, a H nao6opoT - oSpaTHoe renemie BpeMCHH' ( I I , p. 190). 
S i m i l a r l y i n the poem 'Eme HaneKo MHe RO naxpHapxa' ( I , no. 251) 
Mandelstam seems to be g i v i n g a d e f i a n t l y impudent c o n c l u s i o n t o 
the anguished excuses of the mosquito of Egipetskaya marka: '... Hy 
*ITO3K, n HSBKHHKcb,/Ho B rny6HHe HHtiyTb He H9MeHHioci>*. The determin-
a t i o n and s t r e n g t h of character shown here become ever more apparent 
i n the p o e t r y of the Voronezh p e r i o d . I n Egipetskaya marka d e t a i l s 
of everyday l i f e are reduced t o a l e v e l of b a n a l i t y which i s 
f r i g h t e n i n g and sometimes even grotesque. I n the Voronezh p o e t r y , 
however, day-to-day existence provides Mandelstam w i t h a source of 
simple pleasures, even when a degree of hardship i s i n v o l v e d ( f o r 
i n s t a n c e , I , no. 354). Ten years a f t e r the composition of 
Egipetskaya marka Mandelstam's poetry reveals h i s a s t o n i s h i n g l y 
calm acceptance of h i s circumstances, and h i s c o n v i c t i o n s as t o the 
importance and the h e a l i n g powers of h i s work: 
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B n p e K p a c H o f i SeflHOcra, n pocKomnoH HumeTe 
KuBy oflHH - cno icoen H yTeinen -
EjiarocjiOBeHKH p,mi H H O ^ K I Te, 
H cjiaAK03ByiHb!H Tpyn SesrpemeH. 
( I , no. 354) 
A c o n s i d e r a t i o n of Egipetskaya uiarka impresses on the reader more 
f o r c e f u l l y the amazing singlemindedness of the above poem and s 
most i m p o r t a n t l y , the f e a r s and confusions which the poet suffered, 
before such singlemindedness could be a t t a i n e d . 
Egipetskaya marka has a s i g n i f i c a n t place among Mandelstam's 
own work and t h a t of h i s contemporaries; but i t i s a l s o r e l e v a n t to 
the present age. I t should be noted t h a t the more modern c r i t i c s 
p o i n t i n the f i r s t instance t o the d i f f i c u l t y of the work's s t y l e : 
'He i s too i n s i s t e n t , too arcane a s t y l i s t ... i n Egipetskaya marka 
oo. the d e t a i l i s too i n s i s t e n t l y enchanting f o r the s t o r y t o be 
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s a t i s f y i n g as a whole ...' . The French c r i t i c Jean B l o t f i n d s 
t h a t w h i l e Mandelstam's h i g h l y fragmentary s t y l e i s o c c a s i o n a l l y 
rewarding, i t more o f t e n wearies the reader, making i t d i f f i c u l t to 
a p p r e c i a t e the work as a whole: '.,. malgre l a d i f f i c u l t e , e l l e r a v i t 
par ses t r o u v a i l l e s ... La phrase b r i s e e , e t o u r d i s s a n t e , lasse 
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b i e n t o t , e t justement, 1 ' a t t e n t i o n ...' . Professor P o g g i o l i , 
however, perceives through the fragmentary form ( t h e 'quasi-
cinematographic technique' as he c a l l s i t ) a d e f i n i t e purpose i n 
the work: ' I t s aim i s t o r e c o l l e c t i n obsessive t r a n q u i l l i t y , through 
the p e r s p e c t i v e of fragmentary episodes, the f o r l o r n and c h a o t i c 
23. A 
atmosphere of our era' „ How s u c c i n c t an a p p r a i s a l t h a t i s : 
Egipetskaya marka does have the aim of conveying Mandelstam's 
f r u s t r a t i o n a t h i s own s i t u a t i o n , and h i s a n x i e t y as t o the s t a t e 
of s o c i e t y ; Professor P o g g i o l i ' s 'obsessive t r a n q u i l l i t y ' i s an 
exact d e f i n i t i o n of the i n s i s t e n t way i n which Mandelstam b u i l d s up 
h i s fragmentary scenes w i t h t h e i r highly-charged images. John 
Bayley's and Jean B l o t ' s less complimentary assessments do not e r r 
f a r from the t r u t h , however: the fragmentary s t y l e does indeed make 
grea t demands on the reader. But i t i s p r e c i s e l y i n t h i s t h a t 
Egipetskaya marka's c h i e f value l i e s ; u n l i k e the l a t e r p o e t r y i t 
does n o t o f f e r powerful statements of commitment which can today 
i n s p i r e us w i t h a regard f o r the value of human l i f e , b u t i t 
provides s t a r t l i n g and rewarding ' t r o u v a i l l e s ' f o r the reader who 
w i l l r i s e to the demands of i t s s t y l e . Mandelstam never intended 
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to make concessions to the reader of h i s prose. Towards the l a z y , 
undiscerning audience he displayed the k i n d of condescension which 
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Leopold Averbakh attacked s o b i t t e r l y i n 1924 . The 'omni-
t o l e r a n t 1 reader who would unquestioningly absorb a l l placed before 
him was to Mandelstam a most dangerous phenomenon: 
JIlOflH, HHT3H, n o r p y s a i O T C H B HJlJI!03OpHbIH MHp H CTap3KDTCH 
sanoMHHTB 3 a t » i T a K H o e , HHave r o B o p n , nojiHOCTbio 
OTflaioTCH B O BJiacTb ne^aTHoro cnoBa. CaM me O.M„ 
npefljiaran varan,g He 3 a n o M H H a « , a npnnoMHHafl , T O e c T b 
BMBepHH KaK^oe C J I O B O na cBoeM oitMTe HJTH cospa3MepH« 
ero co c s o e f i O C H O B H O H Hfleeft, T O H caMofi, wro #ejiaeT 
qejioBeKa j i n q n o c T b i o . Beflb Ha naccHBHOM, ' 3anoMHHaram;eM' 
MTeHKH cnoicoH sexy C T p o m i a c b nponaraima o6m;ep;ocTynH]ax 
HfleanoB ... O.M. Haausaji nretme ' f l e H T e n b H O C T b i o ' , H 
PJIH Hero O T O 6bina npeayje Bcero fleHTejibHocTb. o T 5 o p a . 
(N. Ya. I , pp. 244-245) 
Egipetskaya marka provides no i l l u s o r y w o r l d , no set of passive 
images, and i t s appeal i s s u r e l y l i m i t e d t o the most d i s c e r n i n g 
audience. At every t u r n i t gives some o r i g i n a l , i m a g i n a t i v e 
combination of words, some s t r i k i n g image which permits a new con-
s i d e r a t i o n o f r e a l i t y . The work demands constant ' d e y a t e l ' n o s t ' ' ; 
Mandelstam's absolute ease i n making h i s t o r i c a l o r c u l t u r a l 
a l l u s i o n s produces amazingly s u c c i n c t c h a r a c t e r i s a t i o n s which may 
shed a new and rewarding l i g h t f o r the a t t e n t i v e reader, b u t w i l l 
elude the casual approach, (Mandelstam's p e r c e p t i v e i n s i g h t s on a 
wide range of h i s t o r i c a l and c u l t u r a l themes are s u r e l y more v i v i d 
than anything the modern media can o f f e r . The l a t t e r ' s tendency i n 
p r e s e n t i n g various c u l t u r a l and a r t i s t i c subjects has been 
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described as 'pre-digested i n t e r n a t i o n a l i s m ' - a phrase which 
sums up Mandelstam's worst f e a r s w i t h regard t o modern man's 
approach to a r t and h i s t o r y . ) The form of Egipetskaya marka both 
provokes the reader to question (to 'check against h i s own 
experience') and enhances h i s p e r c e p t i o n of some aspect of a r t or 
l i f e . The work as a whole does not f u r n i s h an escape from r e a l i t y , 
but arouses i n the d i s c e r n i n g reader a concern f o r a r t , a r t i s t s 
and the c u l t u r a l h e r i t a g e , and an a n x i e t y f o r a s o c i e t y which i s 
' f o r l o r n and c h a o t i c ' . 
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Appendix 
A t r a n s l a t i o n of Egipetskaya marka 
A t t e n t i o n has been p a i d most p a r t i c u l a r l y i n t h i s t r a n s l a t i o n 
to those p o i n t s of s t y l e which are f e l t t o he most c h a r a c t e r i s t i c 
of the work. These are, f i r s t l y , the use of c o n t r a s t ; w i t h i n t h i s 
group s p e c i a l note has been taken of the high/banal c o n t r a s t since 
Egipetskaya marka i s s t r i k i n g i n i t s use of bathos and of c o l l o q u i a l 
elements, which are o f t e n i n v o l v e d i n the high/banal c o n t r a s t s . 
Secondly, aspects of c o n t i n u i t y (repeated themes and imagery) are 
considered t o be important and an attempt has been made t o r e f l e c t 
these i n the t r a n s l a t i o n . Such s t y l i s t i c f e a t u r e s as a l l i t e r a t i o n 
and rhythm have been in c l u d e d wherever p o s s i b l e . Unusual metaphors, 
s i m i l e s , e p i t h e t s and turns of phrase have not been 'explained' 
since they were e v i d e n t l y intended t o be unusual and to a t t r a c t the 
reader's a t t e n t i o n . For example, the e p i t h e t 'concert' appears 
several times (pages 286, 300) ap p l i e d d i r e c t l y to a noun, w i t h iio 
i n t ermediate e x p l a n a t i o n (not ' c o n c e r t - l o v i n g ' ) . 
A se r i e s of notes f o l l o w s the t r a n s l a t i o n . This includes an 
explanation of the less obvious proper names (where i t has been 
po s s i b l e to i d e n t i f y these) and also comment on passages which 
f u r t h e r i l l u s t r a t e p o i n t s discussed i n the t h e s i s i t s e l f . The notes 
have not been a s t e r i s k e d or numbered i n the t e x t so t h a t c o n t i n u i t y 
i n reading should n ot be i n t e r r u p t e d . Reference has been made i n 
the notes t o Professor Brown's The Prose of Osip Mandelstam and t o 
Baedeker's Russia w i t h Tehran, Port A r t h u r and Peking (see 
Bib l i o g r a p h y ( i ) ) ; and to Professor Taranovsky's 'Fragment 
semanticheskoy p o e t i k i ' (see B i b l i o g r a p h y ( i i ) ) . 
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The Egyptian Stamp 
I do n o t l i k e r o l l e d - u p 
manuscripts. Some of them 
are heavy and greased w i t h 
t ime, l i k e the archangel's 
trumpet. 
I 
The P o l i s h parlour-maid had gone t o Quarenghi's church 
to have a b i t of gossip, and t o say a prayer or two to the Holy 
Mother of God.. 
At n i g h t a Chinaman appeared i n a dream, hung about w i t h hand-
bags, l i k e a necklace of hazel hens; there was an American duel too, 
c o n s i s t i n g i n the opponents aiming t h e i r p i s t o l s a t cabinets of 
crockery, a t i n k w e l l s and a t f a m i l y canvases. 
Oh, f a m i l y of mine, I propose a coat of arms to you: a glass 
of b o i l e d water. With the rubbery a f t e r t a s t e of Petersburg's s t e r i l -
i s e d water 1 d r i n k t o f a i l e d domestic i m m o r t a l i t y . The c e n t r i f u g a l 
f o r c e of time has dispersed our Viennese c h a i r s and our Dutch p l a t e s 
w i t h the l i t t l e b l u e f l o w e r s . Nothing remains. T h i r t y years have 
passed l i k e a s l o w l y burning f i r e . For t h i r t y years a c o l d , w h i t e 
flame has l i c k e d the m i r r o r s ' spines, where the b a i l i f f ' s tags are 
now. 
But how t o t e a r myself from you, dear Egypt of things? The 
eviden t e t e r n i t y o f d i n i n g room, of bedroom, of study. How t o 
expiate my g u i l t ? Do you want a V a l h a l l a ? There are the Kokorev 
warehouses. Go there f o r p r e s e r v a t i o n 1 Already the p o r t e r s ' gang, 
hopping and t r i p p i n g i n h o r r o r , r a i s e up the grand piano, a Mignon, 
l i k e a black patent meteor f a l l e n from the sky. Bast mats are 
spread l i k e chasubles. The p i e r - g l a s s flows sideways down the 
s t a i r c a s e , shunting i t s palm-tree l e n g t h on the landings. 
When evening came, Pamok hung h i s morning coat on the back of 
a Viennese c h a i r : through the n i g h t i t should r e s t i t s shoulders-and 
arm-holes, should sleep out i t s h e a r t y Cheviot sleep. Who knows, 
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perchance the morning coat turns somersaults on t h a t Viennese a r c , 
becomes rejuvenated - i n a word plays about? ... Spineless l a d y -
f r i e n d to young men, i t longs f o r the t r i p t y c h of m i r r o r s a t the 
fashionable t a i l o r ' s ... Simple sack a t the f i t t i n g session -
n e i t h e r k n i g h t l y armour nor y e t a dubious s h i f t , t h i s the t a i l o r -
a r t i s t has covered w i t h the l i n e s of h i s Pythagorean chalk and has 
i n s p i r e d w i t h l i f e and f l u e n c y : 
- F o r t h , my beauty, go and l i v e l F l a u n t y o u r s e l f a t concerts, 
give l e c t u r e s , love and make mistakes I 
- Ah Mervis, Mervis, what have you done? Why have you robbed 
Parnok of h i s e a r t h l y s h e l l , why have you p a r t e d him from h i s dear 
s i s t e r ? 
- I s he asleep? 
- Yes! ... The pest, i t ' s a p i t y t o waste e l e c t r i c l i g h t on 
him I 
The l a s t g r ains of c o f f e e disappeared i n the c r a t e r of the 
b a r r e l - o r g a n - m i l l . 
The kidnapping had taken place. 
Mervis had accomplished h i s Sabine abduction. 
We count i n years; but i n a c t u a l f a c t , i n any f l a t on the 
Kamennoostrovskiy time cleaves i n t o dynasties and c e n t u r i e s . 
The government of the house i s always grandiose. The span of 
l i f e i s unbounded: from the comprehension o f the Gothic German 
alphabet to the golden grease of u n i v e r s i t y p a s t i e s . 
esteem ma 
Quick t o take offence, the self- ^ b r e a t h of petroleum, and 
the greasy smell of t h a t good soul kerosene: these guard the f l a t , 
so v u l n e r a b l e from the k i t c h e n , where yard-keepers b u r s t i n w i t h 
t h e i r c a t a p u l t s of firewood. Dusty rags and brushes warm up i t s 
white blood. 
To begin w i t h there was a j o i n e r ' s bench and I l i n ' s map of 
the hemispheres. 
Parnok drew comfort from t h i s . He was reassured by i t s 
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i n d e s t r u c t i b l e canvas. Poking at oceans and continents w i t h h i s 
pen-holder, he compiled routes f o r grandiose t r a v e l s , comparing the 
l i g h t o u t l i n e s of Aryan Europe w i t h the b l u n t boot of A f r i c a and 
w i t h toneless A u s t r a l i a . I n South America, s t a r t i n g w i t h Patagonia, 
he also found a c e r t a i n sharpness. 
Respect f o r I l i n ' s map had been i n Pamok's blood from those 
years of legend when he had supposed t h a t the aquamarine and ochre 
hemispheres, l i k e two large b a l l s closed i n a net of l a t i t u d e s , 
were au t h o r i s e d f o r t h e i r v i s u a l mission by a scorching a d m i n i s t -
r a t i o n i n the very bowels of the e a r t h , and t h a t they, l i k e 
n u t r i t i o n a l p i l l s , contained w i t h i n themselves condensed space and 
dis t a n c e . 
I s i t not w i t h such f e e l i n g t h a t the songstress of the 
I t a l i a n school, p r e p a r i n g f o r her c r o s s i n g to t o u r the i n f a n t 
America, takes i n w i t h her voice the geographical map, measures the 
ocean w i t h i t s m e t a l l i c t i mbre, checks the inexperienced pulse of 
the steamship's engines w i t h roulade and tremolo ... 
Tipped upside down on the r e t i n a - n e t of her p u p i l s , those 
same two Americas, l i k e two green game-bags w i t h Washington and the 
Amazon. She f i r s t b r i n g s t h i s map i n t o use by her maiden voyage 
across the s a l t y sea, reading her f o r t u n e by d o l l a r s and by 
Russian hundred-rouble notes w i t h t h e i r w i n t r y crunch. 
The f i f t i e s deceived her. No b e l canto could have l e n t 
charm t o them. Everywhere the same low c l o t h - s k y , the same smokey 
reading-rooms, the same stakes lowered i n t o the h e a r t o f the age -
'The Times' and the 'Gazettes'. And, a t the l a s t , Russia ... 
Her l i t t l e ears w i l l s t a r t t o i t c h : 'Kreshchatik', 'shchastie', 
'shchavel''. Her mouth w i l l be r e n t t o her ears by the unprecedented, 
the impossible sound tM'. 
And then the Household Cavalry w i l l f l o c k t o the church of 
Quarenghi f o r the f u n e r a l s e r v i c e . The golden buzzard-birds w i l l 
peck to pieces t h i s Roman-Catholic songstress. 
How h i g h they placed her I Could t h i s r e a l l y be death? But 
death would not dare so much as to u t t e r a word i n the presence of 
the d i p l o m a t i c corps. 
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- We celebrate her w i t h plumes, w i t h gendarmes, w i t h Mozart I 
At t h i s p o i n t f e v e r i s h images from the novels of Balzac and 
Stendhal f l a s h e d through h i s mind: young men conquering P a r i s and 
brushing t h e i r shoes w i t h a handkerchief a t entrances t o p r i v a t e 
residences - and he set o f f t o win back h i s morning coat„ 
The t a i l o r Mervis l i v e d on the Monetnaya, next t o the Lyceum 
i t s e l f , b ut whether or not he made clothes f o r the students was a 
vexed question; i t was more of a common assumption t h a t he d i d , 
j u s t as one assumes t h a t a fisherman on the Rhine catches t r o u t , 
and not some f i l t h y rubbish or o t h e r . From a l l the signs i t was 
c l e a r t h a t Mervis* head was occupied by no t a i l o r ' s t r a d e , but by 
something of more importance. I t was n o t by chance t h a t r e l a t i v e s 
came f l o c k i n g t o him from d i s t a n t places, w h i l e h i s customer would 
back away, stunned and repentant. 
- For who indeed w i l l give my c h i l d r e n t h e i r r o l l and b u t t e r ? 
- s a i d Mervis, as though p l u c k i n g a t some b u t t e r w i t h h i s hand, and 
i n the b i r d y a i r of the t a i l o r ' s f l a t Parnok seemed to see not only 
creamy ' s t a r l e t ' b u t t e r , crimped t o the shape of watery p e t a l s , but 
even bunches of garden radishes. Next Mervis a r t f u l l y t w i s t e d the 
conversation round t o the advocate Gruzenberg, who had ordered a 
senator's uniform from him i n January, and then f o r some reason 
dragged i n h i s son Aron, a student a t the conservatory, became 
confused, fussed and f l u s t e r e d , and whisked behind a p a r t i t i o n . 
- Well then, - thought Parnok, - perhaps t h i s i s how i t has 
to be, perhaps the morning coat i s no more, perhaps he r e a l l y d i d 
s e l l i t t o pay f o r the c h e v i o t , as he says. 
And indeed, i f one t h i n k s about i t , Mervis has no f e e l f o r 
the cut of a morning coat - a l l he can manage i s a f r o c k coat, 
c l e a r l y more h i s l e v e l . 
Lucien de Rubempre had coarse l i n e n underwear and an u n g a i n l y 
s u i t , s t i t c h e d by a r u r a l t a i l o r ; he ate chestnuts on the s t r e e t 
and was a f r a i d of concierges. Once, on a day most f o r t u n a t e f o r 
h i m s e l f , he was having a shave when h i s f u t u r e was born from h i s 
shaving l a t h e r . 
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Pamok stood alone, f o r g o t t e n by the t a i l o r Mervis and h i s 
f a m i l y . His eyes f e l l upon the p a r t i t i o n , behind which a feminine 
c o n t r a l t o droned l i k e s t i c k y Jewish honey« This p a r t i t i o n , pasted 
over w i t h small p i c t u r e s , was indeed a r a t h e r strange i c o n o s t a s i s . 
Here was Pushkin, w i t h crooked face and f u r coat, whom some 
gentlemen resembling torch-bearers were c a r r y i n g out of a c a r r i a g e , 
narrow as a sentry-box, and, paying no a t t e n t i o n t o the astonished 
coachman i n h i s m e t r o p o l i t a n ' s cap, were i n t e n d i n g t o throw i n t o a 
porch. Next t o t h i s , an old-fashioned p i l o t o f the n i n e t e e n t h 
century - Santos-Dumont, i n double-breasted j a c k e t and pendants -
thrown by the pl a y of the elements from the basket of h i s a i r -
b a l l o o n , he hung by a rope, gazing a t a soaring condor. Then some 
Dutchmen on s t i l t s were d e p i c t e d , running l i k e cranes around t h e i r 
t i n y countryo 
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I I 
The places i n which Petersburg people arrange t o meet one 
another show no great d i v e r s i t y . They are s a n c t i f i e d by a n t i q u i t y , 
by the sea-green sky and by the Neva. They could be marked on a 
p l a n of the c i t y by l i t t l e crosses amid the heavy-fleeced parks 
and cardboard s t r e e t s . Perhaps they r e a l l y do change i n the course 
of h i s t o r y , but before the end, when the temperature of the epoch 
l e a p t up t o t h i r t y seven p o i n t three and l i f e shot out on a f a l s e 
alarm, r o a r i n g a t n i g h t along the l i g h t Nevsky, they were as f o l l o w s : 
F i r s t l y , the Empire p a v i l i o n i n the Engineer Garden, where i t 
was a c t u a l l y shameful f o r a passer-by t o l o o k , l e s t he should get 
mixed up i n other people's business, and be o b l i g e d t o launch ( f o r 
no apparent reason) i n t o an I t a l i a n a r i a ; secondly, the Theban 
sphinxes opposite the U n i v e r s i t y b u i l d i n g ; t h i r d l y - t h a t u g l y arch 
where Galernaya S t r e e t begins, which i s incapable even o f g i v i n g 
s h e l t e r from the r a i n ; f o u r t h l y - a side pathway i n the Summer 
Gardens, the exact p o s i t i o n of which has s l i p p e d my mind, but which 
any knowledgeable person could p o i n t out w i t h no problem. That's 
a l l . Only madmen would i n s i s t on a rendez-vous by the Bronze 
Horseman or the Alexander Column. 
There once l i v e d i n Petersburg a l i t t l e man w i t h p a t e n t shoes, 
despised by door-keepers and by women. He was c a l l e d Parnok. I n 
e a r l y s p r i n g he would run out i n t o the s t r e e t and p a t t e r w i t h h i s 
l i t t l e sheep's hooves along the soggy pavements. 
He wanted to j o i n the M i n i s t r y f o r Foreign A f f a i r s as a 
dragoman, to persuade Greece to embark on some r i s k y step and t o w r i t e 
a memorandum. 
I n February he made a mental note of the f o l l o w i n g i n c i d e n t : 
Blocks of good bottom i c e were being taken through the c i t y t o 
the creamery. The ice was geometrically perfect and Bound„ touched 
by n e i t h e r s p r i n g nor death. But on the l a s t s l e d a b r i g h t green pine 
branch f l o a t e d by, f r o z e n i n t o the pale blue glass l i k e a Greek 
g i r l i n an open grave. The black sugar of the snow was disappearing 
un d e r f o o t , b u t the trees stood i n warm l i t t l e moons of m e l t i n g e a r t h . 
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A w i l d parabola connected Parnok w i t h the m a j e s t i c e n f i l a d e s 
of h i s t o r y and music. 
- Y o u ' l l be thrown out one of these days, Parnok, thrown out 
w i t h t e r r i b l e scandal and shame - y o u ' l l be taken by the arm and 
booted out - from the Symphony H a l l , from the Society of Friends and 
Amateurs of the Last Word, from the Chamber C i r c l e f o r Dragonfly 
Music, from Madame Bookbinder's salon - goodness knows where from -
but y o u ' l l be thrown o u t , covered w i t h shame and disgrace ... 
He had some f a l s e memories: f o r example, he was sure t h a t once, 
as a c h i l d , he had c r e p t i n t o a m agnificent conference-room and 
switched on the l i g h t . A l l the c l u s t e r s of bulbs and bunches of 
candles w i t h c r y s t a l i c i c l e s immediately blazed up l i k e an empty 
ap i a r y . The e l e c t r i c i t y gushed out w i t h such a f i e r c e c u r r e n t t h a t 
h i s eyes began to h u r t , and he b u r s t i n t o t e a r s . 
Dear, b l i n d , s e l f i s h l i g h t . 
He loved wood-piles and firewood. I n w i n t e r a dry l o g should 
be resonant, l i g h t and hollow. And birchwood should be lemon-yellow. 
And weigh no more than a f r o z e n f i s h . He would f e e l a l o g as though 
i t were a l i v e i n h i s hand. 
Since childhood he had been attached h e a r t and soul t o a l l t h a t 
was unnecessary; he would t r a n s f o r m l i f e ' s tram-car babble i n t o 
events, and when he began t o f a l l i n l o v e , he would endeavour to t e l l 
women of i t , b ut they d i d n o t understand him and by way of revenge 
he would speak to them e x c l u s i v e l y on l o f t y s u b j e c t s i n a w i l d , 
g r a n d i l o q u e n t , b i r d y language. 
Shapiro was c a l l e d 'Nikolay Davydich'. Where the 'Nikolay' had 
come from was not c l e a r , but i t s combination w i t h Davyd f a s c i n a t e d 
us. I imagined t h a t Davydich, i . e . Shapiro h i m s e l f , had drawn h i s 
head i n t o h i s shoulders and was g r o v e l l i n g before some Nik o l a y or 
o t h e r , asking f o r a loan. 
Shapiro depended on my f a t h e r . He would s i t f o r hours i n the 
preposterous study w i t h i t s copying machine and armchair ' s t y l e 
russe'. People s a i d t h a t Shapiro was honest and 'a l i t t l e man'. For 
some reason or other I was convinced t h a t ' l i t t l e men' never spent 
more than three roubles and l i v e d , w i t h o u t f a i l , on the Sands. The 
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big-headed Nikolay Davydich was a rough, k i n d guest, f o r ever 
rubbing h i s hands, w i t h the g u i l t y smile of a messenger-boy, admitted 
to the house. He smelt of t a i l o r and i r o n . 
I was q u i t e convinced t h a t Shapiro was honest and, r e j o i c i n g 
i n t h i s , I s e c r e t l y wished t h a t no-one save him should dare to be 
honest. Below Shapiro on the s o c i a l ladder were only the a r t e l 
messengers, those mysterious runners sent to the bank and to Kaplan. 
Threads passed from Shapiro through the a r t e l runners to the bank and 
to Kaplan. 
I loved Shapiro because he needed my f a t h e r . The Sands, where 
he l i v e d , were a Sahara, which surrounded h i s w i f e ' s dressmaker's 
shop. My head spun a t the thought t h a t there were people dependent 
on Shapiro. I was a f r a i d t h a t a storm would blow up on the Sands, 
and would c a r r y away h i s dressmaking-wife w i t h her one seamstress and 
h i s c h i l d r e n w i t h t h e i r u l c e r a t e d t h r o a t s , l i k e a f e a t h e r , l i k e three 
roubles ... 
At n i g h t as I dozed o f f i n my bed w i t h i t s sagging mattress by 
the pale blue n i g h t - l i g h t , I wondered what to do w i t h Shapiro: should 
I give him a camel and a box of dates, so t h a t he would not p e r i s h 
on the Sands or should I take him together w i t h the m a r t y r , Madame 
Shapiro, to the Kazan Cathedral, where the p i e r c e d a i r was b l a c k and 
swee t . 
There i s a dark h e r a l d r y of moral concepts d a t i n g from c h i l d -
hood: t o r n c l o t h ' s r i p p i n g can s i g n i f y honesty, and the c o l d of 
madapollam, h o l i n e s s . 
But the barber, h o l d i n g a pyramidal p h i a l of 'Piksafon' above 
Parnok's head, poured r i g h t onto t h a t crown, balded at S c r i a b i n 
concerts, a c o l d , brown oozing l i q u i d , slopped around on h i s temples 
w i t h an i c y myrrh, and, as he f e l t the i c y slap upon h i s s k u l l , 
Parnok was r e v i t a l i s e d . A concert c h i l l r a n over h i s dry s k i n and -
Mother, have p i t y on your son 5 - c r e p t beneath h i s c o l l a r . 
- Not too hot? - asked the barber, immediately t i p p i n g onto 
h i s head a j u g of b o i l i n g water, but he only screwed up h i s eyes and 
receded f u r t h e r i n t o the marble execution block of the wash-basin. 
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And h i s r a b b i t blood was momentarily warmed under the T u r k i s h 
towel. 
Parnok was the v i c t i m of h i s own preconceptions w i t h regard to 
the progress of a love a f f a i r . 
On l a i d paper, gentlemen, on E n g l i s h l a i d paper w i t h water 
marks and a deckle edge, d i d he i n f o r m the t o t a l l y unsuspecting lady 
t h a t he had r e - p o l i s h e d the distance between the M i l l i o n n a y a , the 
A d m i r a l t y and the Summer Gardens, and had brought i t i n t o f u l l 
f i g h t i n g t r i m , l i k e a diamond c a r a t . 
On such paper, dear readers, the c a r y a t i d s of the Hermitage 
might have corresponded, expressing t h e i r sympathy or respect f o r 
one another. 
For there are indeed people i n t h i s w o r l d , who have never 
caught anything worse than i n f l u e n z a and who are somehow fastened 
on askew to the present, l i k e c o t i l l i o n badges. Such people never 
f e e l t h a t they are grown up, and a t t h i r t y s t i l l p e r s i s t i n being 
offended by someone or o t h e r , s t i l l f o r e v e r demand explanations 
from someone e l s e . They have never been p a r t i c u l a r l y s p o i l e d by 
anyone but they are as c o r r u p t as i f they had been r e c e i v i n g f o r 
ages the academic r a t i o n of sardines and chocolate. These are 
muddle-headed people, who know only the odd chess-move,, but who 
nevertheless poke t h e i r noses i n t o the game j u s t t o see how i t t u r n s 
out. They ought to spend t h e i r whole l i v e s w i t h acquaintances a t 
some dacha or o t h e r , l i s t e n i n g t o the r a t t l e of cups on the balcony 
round the samovar (heated w i t h pine-cones), c h a t t i n g to the crab-
merchants and the postman. I would gather them a l l together and 
s e t t l e them i n S e s t r o r e t s k , since there i s no longer anywhere e l s e . 
Parnok was a person from the Kamennoostrovskiy Prospekt - one 
of the most light-headed and i r r e s p o n s i b l e s t r e e t s i n Petersburg. 
But i n seventeen, a f t e r the February Days, t h i s s t r e e t became 
l i g h t e r than ever, w i t h i t s steamy l a u n d r i e s , i t s Georgian shops, 
s e l l i n g the f a s t - d i s a p p e a r i n g cocoa, and w i t h the crazy cars of the 
P r o v i s i o n a l Government. 
Don't r i s k t u r n i n g l e f t or r i g h t : i t ' s a l l a muddle t h e r e , a 
tramless backwater. But the trams on the Kamennoostrovskiy reach an 
- 288 -
unheard-of speed. The Kamennoostrovskiy i s a f l i p p a n t , dashing 
young chap, who has starched h i s two s o l i t a r y stone s h i r t s , and the 
sea-wind w h i s t l e s through i t s tram-car head. I t i s a young fop out 
of work, w i t h i t s houses tucked underneath i t s arm, l i k e a dowdy 
dandy c a r r y i n g h i s l i g h t l i n e n from the laundress. 
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I I I 
- N i kolay Aleksandrovich, Father B r u n i I - Parnok c a l l e d t o the 
beardless Kostromich p r i e s t who, e v i d e n t l y n ot y e t accustomed t o h i s 
h a b i t , was h o l d i n g a f r a g r a n t packet of ground and roasted c o f f e e . 
- Father Nikolay Aleksandrovich, come w i t h me I 
He tugged a t the p r i e s t ' s l u s t r i n e sleeve and steered him l i k e 
a small boat. I t was n o t easy t o t a l k t o Father B r u n i . Parnok con-
s i d e r e d him, to some degree, a lady. 
The Kerensky summer had a r r i v e d and the lemonade government 
was s i t t i n g . 
A l l was prepared f o r a gr e a t c o t i l l i o n . At one time i t seemed 
as i f the c i t i z e n s would remain l i k e t h i s f o r e v e r , l i k e cats i n 
bow-ties. 
But the Aysor bootblacks were already a g i t a t e d , l i k e ravens 
before an e c l i p s e , and a t the d e n t i s t s ' f a l s e t e e t h were s w i f t l y 
d isappearing. 
I love d e n t i s t s f o r t h e i r love of a r t , f o r t h e i r broad 
h o r i z o n s , f o r t h e i r i d e o l o g i c a l t o l e r a n c e . S i n f u l chap t h a t I am, 
I love the buzzing of the d r i l l - poor e a r t h l y s i s t e r of the aero-
plane - which also bores i n t o the azure w i t h i t s needle. 
The g i r l s blushed a t the s i g h t of Father B r u n i ; and young 
Father B r u n i blushed a t the s i g h t of the cambric t r i f l e s , w h i l e 
Parnok, s h i e l d i n g h i m s e l f w i t h the a u t h o r i t y of a Church separate 
from the State, b i c k e r e d w i t h the p r o p r i e t r e s s . 
Those were t e r r i b l e days: t a i l o r s took back morning coats and 
laundresses s c o f f e d a t young men who had l o s t t h e i r t i c k e t . 
The roasted mocha i n Father Bruni's bag set the f u r i o u s 
matron's n o s t r i l s i t c h i n g . 
They plunged deeper i n t o the hot cloud of the laundry, where 
s i x sweetly c h i r p i n g cherubs were f o l d i n g , mangling and pr e s s i n g . 
Taking water i n t o t h e i r mouths, these cunning seraphim s q u i r t e d i t 
onto the zephyr and cambric nonsense. They cavorted w i t h b r u t a l l y 
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heavy i r o n s , and t h e i r c h a t t e r d i d not cease f o r a moment. 
Vaude v i l l e t r i f l e s w aited t h e i r t u r n l i k e s c a t t e r e d foam on the long 
t a b l e s . The i r o n s hissed and s p l u t t e r e d i n the red maidenly f i n g e r s 
accomplishing t h e i r runs. B a t t l e s h i p s sauntered along whipped cream 
w h i l e the g i r l s s p r i n k l e d . 
Parnok recognised h i s s h i r t s i t was l y i n g on a s h e l f , pressed 
and g u z z l i n g p i n s , i t s pique f r o n t s p a r k l i n g , w i t h a t h i n s t r i p e of 
r i p e cherry running throughout. 
- G i r l s , whose i s t h i s ? 
- Captain Krzyzanowski's, - r e p l i e d the g i r l s i n a l y i n g , 
unscrupulous chorus. 
- Father, - the p r o p r i e t r e s s turned t o the p r i e s t , who stood, 
a u t h o r i t y i n c a r n a t e , amid the g l u t t e d m i s t of the laundry, steam 
descending onto h i s cassock as onto a coat-hanger. - Father, i f 
you know t h i s young man, please have a word w i t h him. Even i n 
Warsaw I never came across such a chap. Always coming to me w i t h 
rush j o b s ; he can go r o t w i t h h i s rush jobs ... Comes creeping i n 
by the back entrance, as though I were a p r i e s t or a midwife ... 
I'm n o t so crazy I ' d give him Captain Krzyzanowski's l i n e n . He's 
not a policeman, but a r e a l l i e u t e n a n t . That gentleman h i d h i m s e l f 
away f o r j u s t three days, and then the ^ s o l d i e r s themselves e l e c t e d 
him t o the regimental committee, and now they c a r r y him on h i g h I 
There was no answer to a l l t h i s , and Father B r u n i looked 
beseechingly a t Parnok. 
But i n place of the i r o n s , I would have given out amongst the 
g i r l s S t r a d i v a r i u s v i o l i n s , l i g h t as s t a r l i n g boxes , and I would 
have given them each a long s c r o l l of manuscript music. A l l of t h i s 
begs to be put on a c e i l i n g . The cassock i n clouds of steam would 
pass f o r the soutane of an abbe, conducting. And s i x round mouths 
would open n o t l i k e the holes i n doughnuts from the Petersburg s i d e , 




The d e n t i s t hung up the d r i l l ' s proboscis and went up t o the 
window. 
- Ay-ay . L o o k out t h e r e , th e n l 
Along the Gorokhovaya, w i t h p r a y e r - l i k e r u s t l e , there moved a 
crowd. I n the middle of i t , kept empty, was a square-shaped space. 
But t h i s a i r - h o l e , through which gleamed the chess-board of paving-
stones, had i t s own order, i t s own system; there half-a-dozen men 
stepped out as though i n charge of the whole procession. Their 
g a i t was t h a t of aides-de-camp. Between them, someone's q u i l t e d 
shoulders and dandruff c o l l a r . The queen of t h i s strange h i v e was 
the one whom the aides-de-camp were c a u t i o u s l y nudging along, care-
f u l l y s t e e r i n g , guarding l i k e a p e a r l . 
Could i t be s a i d t h a t he had no face? No, there was a face on 
him, although faces i n a crowd are of no s i g n i f i c a n c e and only napes 
and ears l i v e independent l i v e s . 
Onward moved the shoulder-hangers, q u i l t e d w i t h wadding, 
secondhand j a c k e t s r i c h l y strewn w i t h d a n d r u f f , i r r i t a b l e napes and 
dog ears. 
' A l l these people are brush salesmen', - Parnok managed t o 
t h i n k . Somewhere between the Sennaya and Muchnyy Lane, i n the musk 
of chandlery, of tannery, i n the w i l d nursery of dandruff, bed bugs and: 
p r o t r u d i n g ears, t h i s strange commotion was born, spreading nausea 
and i n f e c t i o n . 
- What a stench of s t i n k i n g bowels, - thought Parnok, and f o r 
some reason the t e r r i b l e word ' o f f a l ' came t o h i s mind. And he f e l t 
s l i g h t l y s i c k , apparently from the r e c o l l e c t i o n of an o l d woman near 
him i n a shop the other day, who had asked f o r ' l i g h t s ' , - but i n 
r e a l i t y i t was because of the t e r r i b l e order which was f o r g i n g the 
crowd together. 
Here mutual guarantee was laws absolutely everyone would 
answer f o r the s a f e t y and successful d e l i v e r y of the dandruff-hanger 
to the fishpond on the bank of the Fontanka. I t only needed someone 
to t r y ( w i t h even the most f e e b l e s o r t of exclamation) t o come to 
the a i d of the owner of the i l l - s t a r r e d c o l l a r , which was treasured 
more h i g h l y than sable or marten, and he too would be taken i n f o r 
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a l t e r a t i o n s , under s u s p i c i o n , declared an outlaw and dragged i n t o 
the empty square. Here fear-the-cooper was a t work. 
The nape-neck c i t i z e n s , p r e s e r v i n g the ceremonial order of 
the S h i i t e s on the day of Shakhse-Vakhse, advanced i n e l u c t a b l y towards 
the Fontanka. 
And Parnok, spinning l i k e a top down the gap-toothed, concierge-* 
less s t a i r c a s e , l e f t the puzzled d e n t i s t by h i s d r i l l , hanging l i k e 
a s l e e p i n g cobra, and i n place of any thought he repeated: 
- Buttons are made from animals' b l o o d l 
Time, t i m i d c h r y s a l i s , cabbage-white b u t t e r f l y s p r i n k l e d w i t h 
f l o u r , young Jewess, peering through the watchmaker's window - i t 
were b e t t e r f o r you not to lo o k t 
I t i s not Anatole France we bury now, w i t h o s t r i c h f e a t h e r s 
and. catafalque t a l l as a pop l a r , as a pyramid d r i v i n g through the 
n i g h t t o r e p a i r tram p o l e s ; no, we are o f f t o the Fontanka t o drown 
one l i t t l e man i n the fishpond, because of an American watch, a 
conductor's watch of wh i t e s i l v e r , a l o t t e r y watch. 
You've had your s t r o l l , l i t t l e man, along Shcherbakov Lane, 
you've turned up your nose a t bad T a r t a r butchers', you've hung now 
and then from h a n d r a i l s i n trams, you've made your t r i p s t o Gatchina, 
to your chum Serezhka's p l a c e , you've been t o the baths and t o 
C i n i z e l l i ' s c i r c u s ; you've l i v e d your l i t t l e l i f e , l i t t l e man, and 
t h a t ' s enough! 
To begin w i t h , Parnok rushed i n t o the watchmaker's. The 
l a t t e r s a t , a hunchbacked Spinoza, peering through h i s Jewish eye-
glass a t i n s e c t s p r i n g s . 
- Have you got a telephone? I must contact the p o l i c e 1 
But what s o r t of telephone could a poor Jewish watchmaker 
from the Gorokhovaya be expected t o have? Daughters he had, 
melancholy as marzipan d o l l s , haemorrhoids t o o 9 and tea w i t h lemon, 
and debts - but no telephone. 
Without even t a k i n g a s i p of h i s h a s t i l y prepared c o c k t a i l of 
Rembrandt, goaty Spanish p a i n t i n g and the babble of cicadas, Parnok 
sped away. 
- 293 -
Sideways along the pavement, o u t s t r i p p i n g the sedate procession 
of l y nchers, he dashed i n t o one of the m i r r o r shops, which are, as 
everyone knows, a l l concentrated on the Gorokhovaya. The m i r r o r s 
cast back and f o r t h r e f l e c t i o n s of houses resembling b u f f e t s , making 
the f r o z e n pieces of the s t r e e t , swarming w i t h the cockroach crowd, 
seem y e t more t e r r i b l e , more shaggy. 
The suspicious mirror^maker, a Czech, anxious to p r o t e c t the 
r e p u t a t i o n of h i s f i r m , u n s u l l i e d since eighteen hundred and e i g h t y 
one, slammed the door i n h i s face. 
On the corner o f the Voznesenskiy Captain Krzyzanowski 
h i m s e l f , w i t h dyed moustache, f l a s h e d by. He was c l a d i n a s o l d i e r ' s 
great coat, b ut w i t h a sabre and was c a s u a l l y whispering to h i s lady 
the sweet nothings of the Household Cavalry. 
Pamok rushed t o him as though he were h i s best f r i e n d , begging 
him t o draw h i s sword. 
- I appreciate the c r i s i s , - declared the hobb l i n g c a p t a i n 
c o l d l y , - but pardon me, I'm w i t h a lady^ - and d e f t l y sweeping up 
hi s companion, he c l a t t e r e d h i s spurs and s t o l e away i n t o a cafe. 
Parnok sped on, tapping a t the f l a g stones w i t h the l i t t l e 
sheep's hooves of h i s patent shoes. More than anything else i n the 
wo r l d he was a f r a i d of f a l l i n g i n t o the crowd's bad books. 
There are some people whom, f o r some reason or another, crowds 
f i n d o b j e c t i o n a b l e ; they are spotted a t once, taunted, slapped upon 
the nose. C h i l d r e n are not keen on them, and women don't f i n d them 
p l e a s i n g . 
Parnok was one such. 
Chums a t school had teased him w i t h o f f e n s i v e nicknames such 
as 'sheep', 'patent h o o f and 'Egyptian stamp'. Without rhyme or 
reason the l i t t l e b r a t s had put about the rumour t h a t he was a 
'stainremover', i . e . he knew of a s p e c i a l p o t i o n t o combat o i l , i n k 
and other s t a i n s , and, f o r a laugh, they would pinch t h e i r mothers' 
hideous o l d sacks, b r i n g them to school and w i t h an innocent a i r 
suggest t o Pamok t h a t he 'remove t h i s l i t t l e s t a i n ' . 
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And here i s the Fontanka - Undine of rubbish collectors and 
hungry students with long hair hanging i n greasy hanks, Lore l e i of 
boiled crabs, playing on a toothless comb; the r i v e r - patroness of 
the shabby Malyy Theatre - with i t s squalid, bald Melpomene, a witch 
perfumed with patchouli. 
Well then! The Egyptian bridge has never even had a w h i f f of 
Egypt and no decent man has ever clapped eyes on Kalinlcinl 
A countless swarm of seething human locusts, f l o c k i n g from 
no-one knows where, blacked out the bank of the Fontanka, stuck 
themselves to the fishpond, to the firewood barges, to the wharves, 
to the granite gangways and even to the boats of the Ladoga potters. 
Thousands of eyes stared in t o the o i l y water's rainbow, which 
glistened w i t h a l l the hues of kerosene, of mother-of-pearl slops 
and of a peacock's t a i l . 
Petersburg had declared i t s e l f to be Nero, and was as v i l e as 
i f i t were eating a soup of squashed f l i e s . 
However, he telephoned from the chemist's, he rang the pol i c e , 
rang the government, the vanished state, sleeping'perch-like. 
He would have had as much success had he rung Proserpine or 
Persephone, who have not yet had a telephone i n s t a l l e d . 
Chemists' telephones are made from the very best scarlatina 
wood. The scarlatina tree grows i n an enema grove and smells of ink. 
Do not speak on the telephone at Petersburg chemists': the 
receiver peels away, the voice fades. Remember, Proserpine and 
Persephone have not yet had a telephone i n s t a l l e d . 
The pen draws a moustached Greek beauty and someone's foxy 
chin. 
Thus i n rough-draft margins arabesques appear and l i v e t h e i r 
own independent, charming and c r a f t y l i v e s . 
L i t t l e v i o l i n men drink paper milk. 
Here's Babel: foxy chin and spectacle paws. 
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Parnok - the Egyptian stamp. 
Artur Yakovlevich Hofman - an o f f i c i a l from the Foreign 
Ministry, Greek Department. 
French horns from the Mariinskiy Theatre. 
The moustached Greek woman again. 
And a blade space f o r the r e s t . 
The Hermitage sparrows were t w i t t e r i n g about the Barbizon 
sun, about p l e i n - a i r painting, about colouring l i k e spinach with 
morsels of toast, i n a word about everything that the gloomy Flemish 
Hermitage lacked. 
But I w i l l not receive an i n v i t a t i o n to the Barbizon luncheon, 
even though i n childhood I did break the jagged hexagonal coronation 
lanterns, and directed onto the sandy pine forest and the juniper 
f i r s t an i r r i t a b l e red trachoma, then the blue noonday cud of some 
al i e n planet, then a v i o l e t cardinal's night. 
Mother seasoned the lettuce with egg yolks and sugar. 
The torn, crushed ears of lettuce and the g r i s t l e were dying 
from vinegar and sugar, 
The a i r , vinegar and sun were a l l kneaded with the green rags 
in t o a complete Barbizon day, crashing w i t h crockery, burning with 
s a l t , t r e l l i s e s , glass beads, grey leaves, larks and dragonflies. 
The Barbizon Sunday went on towards i t s zenithal luncheon, 
fanning i t s e l f w i t h newspapers and serviettes, scattering over the 
grass f e u i l l e t o n s and notes about wasp-waisted actresses. 
Guests i n wide trousers and leonine velvet waistcoats flocked 
to the Barbizon parasols. And women f l i c k e d t i n y ants from t h e i r 
round shoulders. 
The open wagonettes of the railway, showing but poor obedience 
to the steam, tousled t h e i r curtains and played l o t t o with the 
camomile f i e l d . 
The top-hatted steam-engine w i t h i t s chicken-pistons was 
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vexed at the weight of the chapeaux-claques and the muslin. 
A barrel sprinkled the street with a twine of f r a i l and 
f r a g i l e strands. 
Already the whole a i r seemed to be a huge railway s t a t i o n f o r 
r i c h , impatient roses. 
And shining black ants, l i k e the carnivorous actors of 
Chinese theatre i n the ancient play with the executioner, conceitedly 
paraded t h e i r turpentine paws and dragged along the apportioned 
spoils of a body as yet not hacked apart, reeling about with t h e i r 
strong agate rears, l i k e war horses galloping u p h i l l i n farthingales 
of dust. 
Parnok shook himself. 
A lemon s l i c e i s a t i c k e t to the r i c h roses of S i c i l y and 
floor-polishers dance w i t h Egyptian movements„ 
The l i f t ' s out of order. 
Menshevik-defencists go from house to house, organising night-
duty at the gateways. 
Life's both t e r r i b l e and good. 
And he, he i s a lemon pip, thrown i n t o a crevice of the 
Petersburg granite and he w i l l be drunk with black Turkish coffee by 
n i g h t , which comes swooping down. 
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V 
In the month of May Petersburg, and especially the Palace 
Square area, brings to mind an address bureau which does not give 
information. The absolute preparation of everything here f o r the 
opening of the h i s t o r i c session i s r e a l l y h o r r i f i c - the sheets of 
white paper, the sharpened pencils, the carafe of boiled water. 
I repeat once again: the grandeur of t h i s place l i e s i n the 
fact that information i s never given to anyone. 
At that time some deaf-mutes were crossing the Square: they 
were s w i f t l y spinning a yarn w i t h t h e i r hands. They were chatting. 
Their elder was i n charge of the shu t t l e . The others helped him. 
A young boy kept on running up from the side, spreading out his 
fingers with the thread p l a i t e d obliquely on them, as i f begging 
for i t to be taken o f f , so that the weave should not be spoiled. I t 
seemed that between them - there were four of them, - there were 
supposed to be f i v e skeins. One skein was superfluous. They spoke 
the language of swallows and beggars as they sewed a s h i r t from the 
a i r , constantly basting i t w ith huge stitches. 
The elder tangled a l l the yarn i n anger. 
The deaf-mutes disappeared through the General Staff Arch, 
s t i l l spinning t h e i r yarn, vbut f a r more calmly now, as i f dispatch-
ing c a r r i e r pigeons i n d i f f e r e n t directions. 
Musical notation l u l l s the eye no less than music l u l l s the 
ear. The l i t t l e blacks of the piano scale, l i k e lamplighters, climb 
up and down. And each bar i s a l i t t l e boat, laden with black grapes. 
And a page of notation i s , f i r s t l y , the disposition of s a i l i n g 
f l o t i l l a s i n b a t t l e ; and secondly - a plan by which night, organ-
ised i n t o plum stones, sinks. 
The immense concert descents of Chopin mazurkas, the spacious 
staircases, bedecked with l i t t l e b e l l s , of L i s z t etudes, and 
Mozart's hanging gardens with flowerbeds, trembling on f i v e wires -
these have nothing i n common wi t h the undersized shrubs of Beethoven 
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sonatas. 
Mirage c i t i e s of musical symbols stand l i k e s t a r l i n g boxes i n 
b o i l i n g p i t c h . 
Schubert's notational vineyard i s always pecked down to the 
pips and lashed by the storm. 
When squadrons of lamplighters with ladders rush about the 
stre e t s , hanging f l a t s on rusty hooks, f o r t i f y i n g the weathercocks 
of sharps, taking down whole sign-boards of sinewy bars, - a l l t h i s , 
of course, i s Beethoven; but when the cavalry of quavers and semi-
quavers, i n paper plumes with horse insignia and l i t t l e standards, 
burst i n t o the attack, - t h i s too i s Beethoven. 
A page of notation: t h i s i s revolution i n an ancient German 
c i t y . 
Children w i t h large heads. Starlings. The prince's carriage 
i s being unharnessed. Chess-players rush from coffee-houses, 
brandishing queens and pawns. 
And here are t o r t o i s e s , stretching out t h e i r tender heads, 
competing i n a race - t h i s i s Handel. 
But how m a r t i a l are Bach's pages - those stupendous sheaves of 
dried mushrooms. 
And on the Sadovaya near the Pokrov there i s a fire-tower. I n 
the f r o s t s of January i t tosses out grape-balls, signals to c a l l 
together the brigades. I used to study music j u s t a stone's throw 
from here. I was taught to place my hands i n accordance w i t h 
Leszetycki's system. 
Let lazy Schumann hang out his notes l i k e washing out to dry, 
while down below I t a l i a n s wander, t h e i r noses i n the a i r : l e t the 
most d i f f i c u l t passages of L i s z t brandish t h e i r crutches as they 
s t r a i n the f i r e ladder to and f r o . 
And the grand piano i s an i n t e l l i g e n t and f r i e n d l y domestic 
pet with stringy wooden meat, golden veins and constant a r t h r i t i s . 
We protected i t against colds, and fed i t upon asparagus-light 
sonatinas .., 
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Lordl Preserve me from being l i k e ParnokI Give me strength 
to distinguish myself from him. 
For I too have stood i n that t e r r i b l e , patient queue which 
creeps up to the box off i c e ' s l i t t l e yellow window, i n the f r o s t to 
begin w i t h , and then under the low bath-house c e i l i n g of the 
Aleksandrinskiy. For the theatre too t e r r i f i e s me, l i k e a smokey 
hut, l i k e a v i l l a g e bath-house where a b r u t a l murder was committed 
for the sake of a sheepskin coat and some f e l t boots. For indeed 
i t i s upon Petersburg alone that I too depend, on concert Petersburg, 
yellow, s i n i s t e r , morose, wintry. 
My pen w i l l not obey me: i t has splintered and spattered 
everything w i t h i t s black blood, l i k e a counter pen i n a telegraph 
o f f i c e - a public pen, s p o i l t by rogues i n f u r coats, a pen which 
has exchanged i t s o r i g i n a l swallowy f l o u r i s h f o r the 'come, for God's 
sake', 'missing you', 'love and kisses' of d i r t y old men breathing 
t h e i r sweet l i t t l e telegrams i n t o t h e i r warm f u r c o l l a r s . 
The oil-stove existed before the primus. L i t t l e mica window 
and a folding lighthouse. The Tower of Pisa oil-stove nodded to 
Parnok, and revealed i t s p a t r i a r c h a l wick, chatting good-naturedly 
about the youths i n the burning f i e r y furnace. 
I do not fear incoherence and gaps. 
I cut the paper w i t h long scissors. 
And s t i c k on ribbons to make a f r i n g e . 
A manuscript i s always a storm, torn and pecked to pieces. 
I t i s the rough d r a f t of a sonata. 
I t i s better to scribble than to w r i t e . 
I do not fear seams or the yellowness of glue. 
I'm a t a i l o r , I'm an i d l e r . 
Drawing Marat i n a stocking. 
And martlets. 
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More than anything else they were af r a i d of 'soot' at our 
house - that i s to say, of the lamp-black from oil-lamps. The cry 
of 'soot', 'soot' resounded l i k e ' f i r e ' , 'we're ablaze', as they 
ran i n t o the room where the lamp had been up to i t s t r i c k s . Throw-
ing up t h e i r hands, they would stop and s n i f f at the a i r , which 
teemed wi t h l i v i n g tea-leaves, whiskery and f l u t t e r i n g . 
The offending lamp was executed by the lowering of i t s wick. 
Then the l i t t l e v e n t i l a t i o n panes were i n s t a n t l y thrown open 
and the f r o s t y champagne-air shot i n , hurriedly grasping the whole 
room - and the bewhiskered b u t t e r f l i e s of soot which had se t t l e d 
themselves on bedspreads and pillowcases - i n a c h i l l i n g ether of 
colds, a sublimate of pneumonia. 
- You mustn't go i n there, the panes are open, - Mother and 
Grandma whispered. 
But i t burst i n even through the keyhole, that forbidden cold, 
that marvellous guest from d i p h t h e r i a l expanses. 
Giorgione's Judith has stolen away from the eunuchs of. the 
Hermitage. 
The t r o t t e r f l i n g s out i t s pasterns. 
L i t t l e s i l v e r glasses f i l l the Millionnaya. 
Accursed dream! Accursed squares of t h i s shameless c i t y ! 
He made a feeble, pleading motion with his hand, dropped the 
leaf of scented, powdered paper and sat down on the kerbstone. 
He recalled his ignominious v i c t o r i e s , his shameful rendez-
vous - standing on the streets - and t e r r i f y i n g ale-house telephone 
receivers, l i k e crayfish claws ... Numbers of useless, burnt-out 
telephones ... 
The luxurious r a t t l e of a drozhky melted away i n the suspect 
silence, shady as a cuirassier's prayer. 
What i s to be done? To whom can one complain? To which 
seraphim entrust t h i s timid l i t t l e concert soul, part of the 
raspberry paradise of double-basses and drones. 
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The demon discovered by Russian prose, or Russian l i f e i t s e l f , 
i n the f o r t i e s (more or less) is called Scandal. This i s not 
catastrophe i t s e l f , but i t s mimic, a base transformation, as when a 
dog's head grows from the shoulders of a man. Scandal exists thanks 
to a d i r t y passport, out-of-date, issued by l i t e r a t u r e . Scandal i s 
l i t e r a t u r e ' s f i e n d, her favourite o f f s p r i n g . A t i n y grain has 
vanished: a homeopathic dragee, a minute dose of a cold, white 
substance ... I n those distant times when the cuckoo-duel was s t i l l 
practised - the opponents aiming t h e i r p i s t o l s i n a darkened room at 
cabinets of crockery, at inkwells and at family canvases - i n those 
days t h i s l i t t l e p e l l e t bore the name of honour. 
One day, bearded l i t t e r a t e u r s , i n trousers wide as pneumatic 
b e l l s , climbed onto a s t a r l i n g house to have t h e i r photograph done 
on an excellent daguerreotype. Five of them sat and four stood 
behind the backs of walnut chairs. I n f r o n t of them a boy was 
arranged i n a Circassian coat, a l i t t l e g i r l with r i n g l e t s next to 
him, while a k i t t e n darted round the legs of the assembled company. 
I t was removed. Every face conveyed a single and dist u r b i n g l y 
serious question: how much was elephant meat a pound these days? 
I n the evening at a dacha i n Pavlovsk these l i t e r a r y gentlemen 
gave a good t i c k i n g o f f to a poor young chap, I p p o l i t . So, he 
didn't get a chance to read his o i l - c l o t h exercise book r i g h t 
through e i t h e r . He too fancied himself as Rousseau I 
They neither saw nor understood the lovely c i t y w i t h i t s clean 
nautical l i n e s . 
And the"Imp scandal i n s t a l l e d i t s e l f i n a f l a t on the 
Raz"ezzhaya, f i x i n g up a brass plate with the name of a counsellor-
at-law - t h i s f l a t i s even now i n v i o l a b l e , l i k e a museum, l i k e 
Pushkin House, - and i t snored on the ottomans, fidgeted i n the 
entrances, - people who l i v e under the star of scandal never know 
when to leave - i t nattered, made tiresome farewells, poking about 
int o others' galoshes. 
L i t e r a r y s i r s I Just as b a l l e t shoes belong to b a l l e t dancers, 
so do galoshes belong to you. Try them on, swap thems t h i s - i s your 
dance. I t i s performed i n dark anterooms under the following 
indispensable condition - disrespect f o r the master of the house. 
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Twenty years of such a dance constitute an epoch, and f o r t y , 
h i s t o r y ... This i s your r i g h t . 
Currant smiles of b a l l e t dancers, 
muttering of b a l l e t shoes rubbed with t a l c , 
the m i l i t a r y complexity and the audacious strength of the 
s t r i n g orchestra concealed i n the luminous d i t c h , where, l i k e dryads, 
the musicians have become entangled by t h e i r branches, roots and 
bows, 
vegetable obedience of the corps-de-ballet, 
the women's magnificent disdain f o r motherhood: 
- They've j u s t been playing at Sixty-Six with that non-
dancing king and queen. 
- Giselle's youthful grandmother pours out what must be 
almond milk. 
- Any b a l l e t does to a ce r t a i n extent belong to serfdom. No, 
indeed on t h i s point you can't argue with met 
The January calendar with i t s prancing nanny-goats, i t s model 
dairy-farm of myriad worlds and the crackle of a freshly opened pack 
of cards ... 
Driving up to the rear of the indecently waterproof 
Mariinskiy opera: 
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- Spying-hucksters, huckster-spies. 
Why are you searching, sweet ones, i n the cold? 
For some i n a theatre-box - a night out, 
But for others - one s t r a i g h t i n the snout. 
- No, whatever you say, at the foundation of c l a s s i c a l dance 
there i s a warning - a fragment of 'state i c e ' . 
- What do you think, where did Anna Karenina s i t ? 
- Take note of t h i s : a n t i q u i t y had the amphitheatre, while 
we i n modern Europe have c i r c l e s . Both on the frescoes of the Last 
Judgement and at the opera. Exactly the same a t t i t u d e . 
The streets, smokey wi t h bonfires, spun l i k e a carousel. 
- Cabby, to 'Giselle' - that i s , to the MariinskiyI 
A Petersburg cabby - he i s a myth, a Capricorn, He should be 
sent to roam the Zodiac. He would not be out of place there, with 




The drozhky had a certain c l a s s i c a l stylishness, which 
belonged to Moscow rather than to Petersburg; with i t s high seats, 
the gleaming lacquer of i t s splashboard, and i t s tyres i n f l a t e d to 
the l a s t degree - every inch a Greek chariot. 
Captain Krzyzanowski was whispering i n t o a c r i m i n a l l y pink 
l i t t l e ear: 
- Don't bother about him: honestly, he's having a tooth f i l l e d . 
What's more, today on the Fontanka he either stole a watch or had 
one stolen from him. The wretch! A nasty business! 
The white n i g h t , s t r i d i n g through Kolpino and Srednyaya 
Rogatka, reached Tsarskoe Selo. The palaces stood, white with fear, 
l i k e s i l k e n cockle weeds. At times t h e i r whiteness brought to mind 
a shawl of Orenburg down, washed wi t h soap and washing soda. 
Bicycles rustled i n the dark greenery - the park's m e t a l l i c hornets. 
I t could not possibly have grown any whiter: j u s t a moment or 
two more, or so i t seemed, and the whole delusion would break up 
l i k e new bonny-clabber. 
A t e r r i b l e stone lady ' i n the high galoshes of Peter the 
Great' roams the streets and t a l k s . 
- Refuse i n the squares ... Simoom ... Arabs ... 'Semyon 
minced i n t o the seminar' ... 
Petersburg, you are responsible f o r your own poor son! 
For a l l t h i s confusion, f o r the pathetic love of music, f o r 
every grain of dragee i n a paper bag, held by a g i r l student i n the 
gallery at the Dvoryanskoe Sobranie, you w i l l answer, Petersburg! 
Memory - a s i c k l y Jewish g i r l creeping away s t e a l t h i l y to the 
Nikolaevsky s t a t i o n at night, on the offchance that someone would 
abduct her*. 
That ' l i t t l e old insurance man', Geshka Rabinovich, demanded 
policy forms and Ralle soap as soon as he was born. He l i v e d on the 
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Nevsky i n a minute, maidenly l i t t l e f l a t . Everyone was touched by 
his i l l i c i t relationship with a certain Lizochka. - Genrikh 
Yakovlevich i s asleep, - Lizochka would often say, p u t t i n g her 
finger to her l i p s and blushing f u r i o u s l y . Of course, she did have 
hopes - mad ones - that Genrikh Yakovlevich would yet grow up and 
l i v e long years w i t h her, that t h e i r pink, childless marriage, 
sa n c t i f i e d by the bishops of Filippov's coffee-shop, was only the 
beginning ... 
But Genrikh Yakovlevich darted l i k e a toy dog down the s t a i r s 
and issued life-insurance p o l i c i e s . 
I n Jewish f l a t s a sad and whiskered silence reigns. 
I t i s made up of the pendulum's conversations with the 
breadcrumbs on the o i l c l o t h , and with the s i l v e r glass-holders. 
Aunt Vera used to come f o r lunch and bring along her father, 
the old man Pergament. Behind Aunt Vera's shoulders stood the myth 
of Pergament's r u i n . He used to have a f l a t with f o r t y rooms on 
the Kreshchatik i n Kiev. His house was 'his castle'. On the street 
beneath the f o r t y rooms Pergament's horses used to beat t h e i r hooves. 
Pergament himself 'detached coupons'. 
Aunty Vera - a Lutheran lady, sang responses to Protestant 
parishioners i n a red l i t t l e k i r k on the Moyka. She embodied the 
c h i l l of a companion, reader and s i s t e r of charity - that strange 
species which has a h o s t i l e attachment to someone else's l i f e . Her 
t h i n Lutheran l i p s c r i t i c i s e d the running of our household, and her 
old maid's curls would bend over a dish of chicken soup wi t h a 
s l i g h t squeamishness. 
Once i n the house, Aunt Vera would begin to serve out 
sympathy mechanically, o f f e r i n g her red-cross services as though 
unwinding a r o l l of gauze, tossing out i n v i s i b l e bandage l i k e a 
streamer. 
The gigs drove on along the hard macadam road, and the men's 
Sunday jackets puckered l i k e corrugated i r o n . The gigs drove on, 
from ' j a r v i ' to ' j a r v i ' , so that the kilometres poured out l i k e 
peas and smelled of s p i r i t s and curds. The gigs drove on, twenty-
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one with yet four more, - the old women i n black scarves and cloth 
s k i r t s , s t i f f as t i n . They had to sing psalms i n the cockerel 
church, to drink black coffee d i l u t e d w i t h pure alcohol, and return 
home by the very same road. 
A young crow puffed i t s e l f out: - We bid you welcome to the 
funeral. 
- You don't i n v i t e people l i k e t h a t , - chirped a l i t t l e 
sparrow i n the park of Mon Repos. 
The lean crows, w i t h feathers s t i f f and blue from age,broke i n : 
- Karl and Amalia Blomquist wish to inform t h e i r r e l a t i v e s and 
friends of the demise of t h e i r beloved daughter, Elza. 
- That's quite a d i f f e r e n t matter, - chirped the l i t t l e 
sparrow i n the park of Mon Repos. 
L i t t l e boys were equipped to go out i n t o the street l i k e 
knights for a tournament: gai t e r s , q u i l t e d trousers, hoods and ear-
flaps. 
The ear-flaps set the head buzzing, engulfing i t w ith deafness. 
To answer anyone you had to undo the tapes which cut i n t o the chin. 
He spun around i n his heavy winter armour, l i k e a deaf l i t t l e 
knight, not hearing his own voice. 
The f i r s t dissociation from people and from himself and, who 
knows, perhaps a sweet pre-sclerotic sound i n his blood - as yet 
s t i l l rubbed by the shaggy towel of the seventh year of l i f e - a l l 
t h i s was embodied i n his ear-flaps: and the s i x year old padded 
Beethoven i n gai t e r s , armed with deafness, was thrown out onto the 
staircase. 
He wanted to turn round and y e l l : 'the cook also i s deaf, you 
know', 
They s t r o l l e d down the Ofitserskaya with a sense of importance 
and selected a duchesse pear i n one of the shops. 
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Once they called i n t o Aboling's lamp shop on the Voznesenskiy p 
where ostentatious lamps were crowded together l i k e i d i o t ^ g i r a f f e s 
i n red hats w i t h festoons and f r i l l s . Here they were f o r the f i r s t 
time seized by an impression of the "forest of things'. 
They never called i n t o Eyler's,, the f l o r i s t ' s . 
Somewhere or other the lady doctor Strashuner was practisingo 
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V I I 
When a t a i l o r takes away his finished work, you would never 
say that he was carrying a new garment. Somehow he r e c a l l s a member 
of that funereal brotherhood hurrying, complete w i t h r i t u a l access-
or i e s , to the house marked out by A z r a i l . Just so the t a i l o r Mervis. 
Not f o r long did Parnok's morning coat warm i t s e l f on his hanger, 
breathing i n i t s native caraway a i r only f o r an hour or two. 
Mervis' wife congratulated him on his success. 
- A mere nothing, - rep l i e d the master, f l a t t e r e d , - now my 
grandfather used to say that a real t a i l o r i s one who can take a 
frock-coat i n broad daylight on the Nevsky Prospect from a chap who 
won't pay up. 
Then he took the morning coat from i t s hanger, blew on i t as 
i f i t were hot tea, wrapped i t up i n a clean linen sheet and took i t 
to Captain Krzyzanowski, i n white shroud and black calico. 
I have to admit that I l i k e Mervis, I l i k e his b l i n d face, 
furrowed with seeing wrinkles. Theoreticians of c l a s s i c a l b a l l e t 
pay much attention to the smile of a dancer, considering i t to be an 
addition to her movement, an i n t e r p r e t a t i o n of her leap and f l i g h t . 
But sometimes an eye-lid lowered sees more than does an eye, and 
t i e r s of wrinkles on a human face gaze out l i k e a crowd of b l i n d men. 
Then the refined china t a i l o r dashes along l i k e a convict 
f a l l e n from his bunk, beaten by his mates, l i k e a steaming bath-
house attendant, l i k e a t h i e f i n a bazaar, ready to y e l l out the 
l a s t i r r e f u t a b l y convincing word. 
I perceive of Mervis through certain persistent images: a 
Greek satyr, an unhappy singing c i t h a r i s t , at times the mask of a 
Euripidean actor, at others the bare breast and perspiring body of 
a tortured convict, a Russian tramp, or an e p i l e p t i c . 
I'm i n a hurry to t e l l the r e a l t r u t h . I'm i n a rush. The 
word, l i k e a s p i r i n powder, leaves a taste of copper i n my mouth. 
Cod-liver o i l i s a mixture of f i r e s , yellow winter mornings 
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and t r a i n - o i l : a taste of eyes, torn out and burst, a taste of 
revulsion carried to the point of de l i g h t . 
The eye of a b i r d , blood-shot, also has i t s own view of the 
world. 
Books are melting l i k e fragments of ice brought i n t o a room. 
Everything i s getting smaller. Every single thing seems to me to 
be a book. Where i s the difference between a book and a thing? I 
do not know l i f e : something was substituted f o r i t when I f i r s t came 
to know the crunch of arsenic between the teeth of that black-
haired French paramour, younger s i s t e r of our own proud Anna. 
Everything i s getting smaller. Everything i s melting. Even 
Goethe i s melting. There's not much time l e f t to us now. The palm 
i s c h i l l e d by the slip p i n g h i l t of a pale, b r i t t l e sword from the 
ice-crusted drain-pipe. 
But thought, l i k e the executioner's steel of Nurmis skates 
which once used to glide along the blue and b l i s t e r e d i c e , has not 
grown blunt. 
Thus skates, when screwed int o formless children's boots, i n t o 
American lace-up hooves, become one with them - fresh and youthful 
lancets - and the shoes thus equipped and p u l l i n g t h e i r joyous 
weight, are transformed in t o the splendid remains of a dragon, which 
have neither name nor price. 
I t i s more and more d i f f i c u l t to turn over the pages of the 
frozen book, bound i n axes by the l i g h t of gas lamps. 
You, 0 wood yards - the c i t y ' s back-street l i b r a r i e s -
We'll s t i l l read, we'll s t i l l see. 
Somewhere on the Podyacheskaya that wonderful l i b r a r y i s to be 
found, whence pi l e s of brown tomes by authors Russian and foreign 
are taken away to dachas, t h e i r infectious pages s i l k y from so much 
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reading. P l a i n young ladies selected books from the shelves. For 
one - Bourget, for another - Georges Ohnet, and for a t h i r d some 
other item of reading junk. 
Opposite was the f i r e s tation with i t s gates t i g h t l y shut, 
and i t s b e l l under a mushroom hat. 
Certain pages were transparent as onion skins. 
They were inhabited by measles, s c a r l a t i n a , and chicken pox. 
Stuck down the spines of these holiday books, forever being 
l e f t on the beach, was the golden dandruff of seaside sand and 
however much one shook i t out, i t s t i l l reappeared. 
Sometimes -a l i t t l e Gothic Christmas tree of fern would f a l l 
out, f l a t and squashed, and sometimes a mummified nameless northern 
flower. 
F i r e s and books - that's good. 
We w i l l s t i l l see - s t i l l read. 
'A few minutes before the agony began, the f i r e brigade 
thundered down the Nevsky. Everyone leapt back to the square, misted 
windows, and Angiolina Bosio, native of Piedmont, the daughter of a 
poor s t r o l l i n g player, a basso comico, was l e f t for a moment to 
h e r s e l f . 
'The martial ornaments of the firemen's cockerel horns burst 
into the a i r l e s s bedroom of the Demidovs' house with an unprecedented 
brio of unconditionally victorious misfortune. Cart-horses with 
casks, long wagons and ladders roared off and torch flames l i c k e d at 
the mirrors. But through the fading consciousness of the dying 
singer t h i s heap of d e l i r i o u s bureaucratic din, t h i s f r a n t i c gallop 
i n sheepskins and helmets, t h i s armful of sounds, arrested and taken 
away, these were changed into the i n v i t a t i o n of an orchestral over-
ture. I n her small p l a i n ears there resounded c l e a r l y the f i n a l bars 
of the overture to I Due F o s c a r i , her London debut ... 
'She raised h e r s e l f s l i g h t l y , and sang what was required, but 
not i n that sweetly m e t a l l i c , supple voice which had made her fame 
and which the newspapers had praised, but with the chesty unpolished 
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timbre of a f i f t e e n year old g i r l , and an incorrect, uneconomical 
production of sound, for which she had been much chastised by 
Professor Cattaneo ... 
'Farewell Traviata, Rosina, Z e r l i n a 
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V I I I 
That evening Parnok did not return home for dinner, nor did 
he take tea and rusks, which he loved l i k e a canary. He l i s t e n e d 
to the buzz of blowlamps as they touched the tram r a i l s with b l i n d -
ingly white shaggy roses. He received back a l l the s t r e e t s and 
squares of Petersburg i n the form of rough proofs, he made up the 
avenues, stitched the gardens. 
He approached the raised bascule-bridges, which brought to 
mind the f a c t that everything must suddenly end, that emptiness and 
yawning gaps are splendid wares, that there would be, there c e r t a i n l y 
would be parting, that both enormous masses and years a l i k e are 
controlled by fraudulent l e v e r s . 
He waited u n t i l the camps of cabbies and of pedestrians had 
accumulated, one on one side, one on the other, l i k e two i n i m i c a l 
tribes or generations, who have had a dispute about the wood-block 
stone-bound book with the torn-out heart. 
He thought of Petersburg as h i s i n f a n t i l e disease, and that 
a l l he had to do was to come round, to come to h i s senses, and the 
delusion would disperse: he would get better, become l i k e other 
people; perhaps he would even get married ... Then no-one would so 
much as dare to c a l l him 'young chap 1. He would leave off k i s s i n g 
l a d i e s ' hands then too. - Enough i s enough 1 The accursed creatures, 
organising t h e i r own Trianon ... Some old bag, a mangy cat, would 
s t i c k her paw under h i s l i p s , and then, for old times' sake: smack I 
Enough. Time to put an end to the dog's l i f e of h i s youth. And 
indeed, Artur Yakovlevich Hofman promised to f i x him up as a dragoman 
in Greece, even. Then there'd be a sorting out. He would have a 
new morning coat made, he'd have a s e t t l i n g up with Captain 
Krzyzanowski, he'd show him. 
But there's j u s t one d i f f i c u l t y , - he has no pedigree. And 
absolutely nowhere to get one from, and that's a l l there i s to i t . 
Of r e l a t i o n s he has but one, an aunty - Aunt Johanna. A dwarf. The 
Empress Anna Leopoldovna. Speaks Russian l i k e the very d e v i l . As 
i f Biron were her next of k i n . Stubby l i t t l e arms. Can't button 
anything up h e r s e l f . And she has a maid Annushka - Psyche. 
- 313 -
No, you'd not get far with such a pedigree. But excuse me j u s t 
a minute, why i s n ' t that a pedigree, why? I t i s . What about Captain 
Golyadkin? And the col l e g i a t e assessors, unto whom 'God could have 
added more brains and money'? A l l those people who were kicked down 
the s t a i r s , decried, dishonoured i n the f o r t i e s and f i f t i e s , a l l 
those grumbling, mumbling block-heads i n capes, their gloves worn 
out with washing, a l l those who do not l i v e but 'reside' on the 
Sadovaya or Podyacheskaya i n houses made of s t a l e slabs of stone 
chocolate, muttering under thei r breath, - 'How can t h i s be? A 
u n i v e r s i t y education, and not a penny to my name?'. 
One needs only to remove a f i l m from the Petersburg a i r for 
i t s l atent layer to be revealed. 'Neath the swan-down, duck-down, 
eider-down f l u f f , 'neath the stormy storm clouds, 'neath the French 
bouchee of dying embankments, 'neath the lovely looking-glass 
windows of noble lackeys, something quite unexpected w i l l be revealed. 
But the pen which removes th i s f i l m i s , l i k e a doctor's spoon, 
tainted with diphtherial i n f e c t i o n . Better not to touch i t . 
- The mosquito droned: 
Look what has happened to me: I am the l a s t Egyptian - I'm a 
weeper, wise old tutor, walking s o l d i e r - I'm a l i t t l e bandy-legged 
prince - I'm a beggarly, blood-sucking Ramses - i n the north I've 
become nothing - so l i t t l e i s l e f t of me - excuse me! ... 
- I am the prince of bad luck - c o l l e g i a t e assessor from the 
c i t y of Thebes ... Just the same, - not changed a b i t - oh, but i t 
t e r r i f i e s me here - excuse me ... 
- I am worthless. I am nothing. And I beg the cholereuc 
granite for a copeck's worth of Egyptian porridge, a copeck's worth 
of maiden's neck. 
- I don't - I ' l l pay - excuse me. 
To calm himself he turned to a c e r t a i n unwritten l i t t l e 
dictionary, that i s , rather, a l i t t l e r e g i s t e r of home-made words, 
which had gone out of use. He had t h i s compiled i n h i s head i n 
case of troubles or shocks. 
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- 'Horse-shoe' - thus was named the poppy-seed r o l l . 
- 'Fromuga' - thus h i s mother named the large v e n t i l a t i o n 
pane, which used to slam shut l i k e the l i d of a grand piano. 
- 'Don't muck i t up' - thus did one speak of l i f e . 
- 'Don't give orders'- thus spake one of the commandments. 
These l i t t l e words sufficed for a brew. He assimilated the 
aroma of t h i s l i t t l e pinch. The past became disturbingly r e a l , and 
set h i s n o s t r i l s i t c h i n g l i k e a batch of fresh Kyakhta teas. 
Carriages were driving through the snowy f i e l d . A low p o l i c e 0 
cloth sky hung-over the f i e l d , s t i n g i l y measuring out a yellow, and 
somehow shameful, l i g h t . 
I had been attached to an a l i e n family and carriage. A 
young Jew was counting through new hundred roubles notes with t h e i r 
wintry crunch. 
- Where are we going? - I asked an old woman i n a gipsy shawl. 
- To the town of Malinov, - she rep l i e d with such harrowing 
anguish, that my heart quaked with e v i l presentiments. 
The old woman, fumbling i n her striped bundle, drew out s i l v e r 
table-ware, l i n e n cloth, and velvet s l i p p e r s . 
The shabby wedding-carriages crept on and on, re e l i n g l i k e 
double-basses. 
The wood merchant Abrasha Kopelansky rode on, with his angina 
pectoris and Aunt Johanna, rabbis and photographers. An old music 
teacher held a mute keyboard on his knees. The flaps of the old 
man's beaver coat were drawn t i g h t l y round a r e s t i v e cockerel, 
destined to meet the r i t u a l slaughterer. 
- Look, - someone c r i e d , leaning out of the window, - here's 
Malinov. 
But there was no town there. But an enormous warty raspberry 
bush was growing right there on the snow. 
- I t ' s a raspberry bush! - I gulped, beside myself with joy 
and ran off with the others, gathering snow i n my shoe. My boot 
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came undone and because of th i s I was overcome by a sensation of 
great g u i l t and disorder. 
And they took me into a disgusting Warsaw room and made me 
drink water and eat onion. 
I kept on bending down to t i e my boot i n a double bow, and get 
things properly sorted out - but i t was useless. Nothing could be 
retrieved or restored; everything was going backwards, as i s always 
the case i n a dream. 
I dispersed other people's featherbeds, and ran out into the 
Taurid Gardens, clutching my favourite childhood toy - an empty 
candle-stick, r i c h l y coated with s t e a r i n - and I took from i t the 
white cru s t , tender as a b r i d a l v e i l . 
I t i s t e r r i b l e to think that our l i f e i s a ta l e without a 
story or a hero, made from emptiness and glass, from the heated 
babble of nothing but digressions, from the delirium of Petersburg 
influenza. 
Rosy-fingered Dawn has broken her coloured p e n c i l s . Now they 
l i e about l i k e n e s t l i n g s , t h e i r empty beaks wide open. And meanwhile 
i n everything I do d i s t i n c t l y see the beginnings of the beloved 
delirium of prose. 
Are you fa m i l i a r with this condition? When everything seems 
to have a fever, when they're a l l f i l l e d with joyous excitement and 
i l l n e s s : barricades i n the s t r e e t , peeling of posters, grand pianos 
swarming i n the depot, l i k e an i n t e l l i g e n t , leaderless herd, born 
for sonata-swooning and boiled water ... 
Then, I admit, I cannot endure quarantine and, breaking 
thermometers, through the infectious labyrinth I boldly s t r i d e , 
hung about with subordinate clauses, l i k e lucky bargains ... and 
into the waiting sack f l y the browned b i r d - r o l l s , naive as the 
p l a s t i c a r t from the f i r s t years of C h r i s t i a n i t y , and the kalach, 
the humble kalach, no longer conceals from me that i t was devised 
by the baker, to be a Russian l y r e from mute dough. 
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Now the Nevsky i n seventeen: - i t ' s a Cossack squadron with 
blue hats askew, with faces turned towards the sun, l i k e i d e n t i c a l 
fifty-copeck pieces. 
One can say even screwing up one's eyes that t h i s i s the 
cavalry singing. 
The song sways i n the saddles, l i k e great gratuitous sacks of 
the golden f o i l of hops. 
I t i s an extra r a t i o n , a free addition to fine c l a t t e r i n g , 
r a t t l i n g and sweating. 
I t flows on a l e v e l with the looking-glass windows of the 
f i r s t f loor on the blind and shaggy fur caps, as i f the squadron 
i t s e l f were f l o a t i n g on a diaphragm, and trusting i t more than 
saddle-girth and thigh. 
Destroy your manuscript, but keep what you have sketched by 
the side out of boredom, ineptitude, as i f i n a dream. These 
secondary, unconscious creations of your fantasy w i l l not be out of 
place i n t h i s world, but w i l l i n s t a n t l y s i t themselves down at shady 
desks, l i k e the t h i r d v i o l i n s of the Mariinskiy Opera, and there and 
then, out of gratitude to th e i r creator, t h e y ' l l set about 
Beethoven's Leonora overture, or Egmont. 
What delight for the narrator to change from the t h i r d person 
to the f i r s t ! I t ' s j u s t l i k e , a f t e r f i d d l i n g about with a thimble-
f u l , suddenly thinking 'bother i t ' , taking stock, and having a good 
drink of cold, unboiled water s t r a i g h t from the tap. 
Fear takes me by the hand and leads. A white woven glove. A 
mitten. I love and respect fear. I nearly s a i d : 'when i t ' s here 
I'm not a f r a i d ! ' . Mathematicians should build a tent for fear, 
since i t i s a coordinate of time and space: they are a part of i t , 
as rolled-up f e l t i s part of a nomad's tent. Fear unharnesses the 
horses when one must leave, and sends us unreasonably low-ceilinged 
dreams. 
Two or three l i t t l e words 'and now', 'already', 'suddenly' run 
errands for my consciousness; they fuss about from carriage to 
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carriage on. the d i m l y - l i t Sebastopol t r a i n , holding on to the 
buffers j u s t where two thundering frying-pans keep s t r i k i n g one 
another and crawling apart. 
The railway has changed the whole course, the whole construc-
tion, the whole beat of our prose. I t has handed i t over to the 
control of the senseless babble of the l i t t l e French peasant from 
Anna Karcnina. Railway prose, l i k e the lady's bag of that deathly 
peasant worker, i s f u l l of coupler's instruments, of d e l i r i o u s 
p a r t i c l e s , iron-mongery prepositions, whose place i s on a table 
with j u d i c i a l evidence, apart from a l l concern with beauty and 
roundedness. 
Yes, j u s t there, where the brawny levers of steam-engines ooze 
with hot o i l , - j u s t there she breathes, that l i t t l e darling prose, 
- stretched out f u l l length - cheating, shameless, winding onto her 
greedy yardstick a l l sixty-nine v e r s t s of the Nikolaevsky l i n e , with 
i t s decanters of sweating vodka. 
At nine t h i r t y p.m. the former Captain Krzyzanowski got ready 
to catch the Moscow express. In h i s case he packed Parnok's morning 
coat and h i s best s h i r t s . The morning coat, folding i t s f i n s , 
s e t t l e d into the case p a r t i c u l a r l y w e l l , with hardly a crease - a 
pl a y f u l cheviot dolphin, to which i t was related by i t s cut and i t s 
youthful soul. 
Captain Krzyzanowski got out to have a vodka at Lyuban' and 
at Bologoe, muttering i n c i d e n t a l l y 'soiree-moiree-poiree', or some 
other such incredible o f f i c e r ' s rubbish. He even t r i e d to have a 
shave i n the carriage, but this he did not manage. 
In K l i n he had a taste of railway coffee, made according to a 
recipe unchanged since the time of Anna Karenina, from chicory with 
a hint of cemetery s o i l or some other such v i l e n e s s . 
In Moscow he stayed i n the Hotel Select - a very good hotel 
on the Malaya Lubyanka, - i n a room converted from a shop, with a 





279 Quarenghi, G (1744-1817): Leading Petersburg a r c h i t e c t . 
Kokorev, V A (1817-1889): Important entrepreneur. 
280 time cleaves into dynasties and centuries: Introduction 
of 'grandiose' here i s immediately reduced to banal by 
the contrast with 'greasy' p a s t i e s . 
281 retina-net of her pupils: An attempt to r e f l e c t 
Mandelstam's phonetic progression from 'v setku' ('in a 
net of lat i t u d e s ' ) to 'na setchatke' ('on the r e t i n a - n e t ' ) . 
The phonetic association here highlights the l i n k between 
the two characters being discussed. 
282 RubemprS, Lucien de: From Balzac's I l l u s i o n s perdues and 
Splendeurs et Miseres des Courtisanes. 
283 Santos-Dumont, Alberto (1873-1932): Aviation pioneer, 
produced famous grasshopper monoplane i n 1909. Committed 
suicide a f t e r becoming depressed by the use of a i r c r a f t 
i n war. 
284 a bright green pine branch: Professor Taranovsky notes 
the correspondence between the fate of t h i s l i v i n g thing 
and that of Bosio, who also came to grief due to excessive 
cold. (He refers to I , no. 114 i n t h i s respect; 
'Fragment semanticheskoy po e t i k i ' , p. 115). He suggests 
that Bosio i s the s t a r t i n g point for the various ' I t a l i a n ' 
associations which appear - e.g. ' I t a l i a n a r i a * (p. 284), 
' S i c i l y * (p. 296), 'Tower of P i s a ' ( P o 299). 
285 Shapiro: No clear source. One of the many Jewish names 
which combine to emphasise the atmosphere of 
Petersburg's commercial area ( c f . Kaplan, Hofman, 
Gruzenberg). 
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285 Sands; Popular name for area of Petersburg at juncture 
of Liteynaya and Rozhdestvenskaya quarters. 
286 Pilesafon: ' HasBaHHe oco6oro copTa XHAKoro pter-THpHoro 
Mbina PJIH MHTbH BOJIOC' (Ushakov). 
c o t i l l i o n badges: Badges with a picture. Partners' 
badges bore the same picture. 
) 
as though I were a p r i e s t : ' p r i e s t ' - t h i s i s a s p e c i f i c -
a l l y Catholic, P o l i s h p r i e s t . 
I'm not so crazy: 'var'yatka' ('madwoman') i s also of 
Pol i s h o r i g i n . 
Petersburg side: The oldest quarter of Petersburg. 
Concert at the P i t t i Palace: Reference to The Concert 
( P i t t i Palace, Florence, 1510-1512), painting of much 
debated authorship. Now most commonly attributed to 
T i t i a n . 
291 the Sennaya and Muchnyy Lane: Since other s t r e e t names 
have not been translated these also have merely been 
t r a n s l i t e r a t e d . However, the choice of these exact 
locations - Hay-market and Flour Lane - obviously 
emphasises the commercial nature of the area being 
described. 
292 Shakhse-Vakhse: For a description of t h i s S h i i t e f e a s t -
day see N.Ya. I I , pp. 78-79. Her comparison of the 
procession (with i t s regular organisation) to a b a l l e t i s 
most apt with regard to Egipetskaya marka's treatments of 
the lynching mob and of ballet„ 
Gatchina: South-south-west of Leningrad, a suburb noted 
for the palace b u i l t there i n 1766-1772 by Rinal d i for 




Park created at same time. (From 1923-1929, i . e . when 
Egipetskaya marka was written, i t was known as Trotsk). 
C h i n i z e l l i ' s c i r c u s : On the Fontanka, performances i n 
winter only (Baedeker, p. 95). 
Kalinkin; Bridge across Fontanka. 
Ladoga: Lake Ladoga, to the North East of Leningrad. 
rusty hooks: signs i n ancient Russian musical notation 
(Brown, p. 199) - c f . our 'crotchet' from the French 
croche (a hook). 
Leszetycki's system: Leszetycki, T (1830-1915), P o l i s h 
p i a n i s t and teacher who l i v e d i n Petersburg 1852-1878. 
Drawing Marat ... An appropriate reference i n the 1917 
setting to the leader of the r a d i c a l Montagnard faction, 
Jean-Paul Marat (1743-1793). There i s a phonetic assoc-
i a t i o n i n the Russian between 'marat'1 (to scribb l e ) and 
the name 'Marat'; the meaning of ' s t r i z h ' (martlet) 
permits a s i m i l a r association i n t r a n s l a t i o n . 
Currant smiles of b a l l e t dancers: As i n the passage on 
musical notation (p. 298) there i s a mixture of plant/ 
m i l i t a r y imagery here (currant, branches, roots, 
vegetable/military complexity, audacious strength, d i t c h ) . 
bonny-clabber: Milk na t u r a l l y clotted on souring ( I r i s h 
bainne, milk, clabba, t h i c k ) . 
j a r v i : Finnish word for 'lake'. 
kilometres poured out l i k e peas: The 'scattering of peas' 
occurs more than once i n Mandelstam's work (see I , no. 138 
and Shum vremeni, I I , p. 52). From Shum vremeni i t i s 
cl e a r that the colour pea-green i s associated primarily 
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with the uniforms of police spies ( I I , p. 81). The pea 
image i s therefore quite i n keeping with the threatening 
atmosphere of Egipetskaya marka; perhaps the choice of 
the Gorokhovaya (p. 291) as the scene of the mob's march 
was guided by i t s phonetic associations with 'gorokh' 
(although i n f a c t the s t r e e t was named af t e r a c e r t a i n 
Count Harrakb). 
306 Mon Repos: Vyborg country seat (Baedeker, p. 207). 
310 Bourget, Paul (1852-1935), wrote i n support of the Church, 
traditionalism, nationalism and monarchy. 
Ohnet, Georges (1848-1914), chose subjects with sentimental 
and moralising tendencies. 
a mummified nameless northern flower; the s t u l t i f y i n g 
e f f e c t of the nineteenth century, through the medium of 
'reading junk' ( c f . the image used in'Shum vremeni: 'B 
ysKOM rpo6y fleBHHOCTHx roflOB jieaoana KaK x H B a j i ' , I I , p. 59). 
311 Professor Cattaneo: No c l e a r source i n musical world. 
Perhaps another 'aroma' of the revolutionary period of 
the nineteenth century; Carlo Cattaneo (1801-1869) was 
a member of the Revolutionary Council i n Milan i n 1848. 
312 Biron: (1690-1772) Duke of Courland. Chief advisor to 
Empress Anna Leopoldovna. Discriminated against Russian 
n o b i l i t y . Generally despised by the Russian population. 
313 'Neath the swan-down... The t r a n s l a t i o n here aims to 
convey the rhythm of the o r i g i n a l , rather than that place 
names are incorporated - namely Swan Canal, Gagarin 
Street, French Embankment, Tuchkov Bridge (see Brown, 
p. 201). 
314 Kyakhta: Town on the f r o n t i e r with Mongolia; i n eighteenth 
and nineteenth centuries trade between Russia and China 
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was confined to th i s border c i t y . 
314 Malinov: As Professor Brown points out (p. 201) there i s 
a play on words i n the o r i g i n a l between malina (raspberry) 
malinnik (raspberry bush) and the name of the town, 
Malinov. 
